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PUEFAC^E. 


T}JE metnoran(]:i wliidi form tlic l):i.sis <tf the fullowiii;; 
Essay Imve been tlirowii to^etlier (lurin^r the jeeparaf ion of 
one of tlie sections of tlic third volume of " Mmlorn I’aint- 
G 1 &. I once thou^lit of jfiviiiij them a more e\pan(le<l form ; 
but their utility, sueh as it may be. would ])rol»ahIy he dimin- 
ished by fui-ther delay in their publicathin. more than it wcudd 
be increased by greater care in their arrangement. Obtained 
in every case by personal ob.tervation, there may he among 
them some details valuable even to tlie exjieriem-ed arehiteer; 
hut witli respect to the opinions founded upon theni 1 must 
he prepared to bear the charge of inij>ertinenee wliieh eati 
hardly hut attach to the writer who a.ssumcs a dogmatical tone 
m speaking of an art he has never practised. Tliere are. liow* 
over cases in wliich men feel too keenly to be .Mlent, and per- 
hap.s too strongly to be wrong; I have been forced into this 
..npertmence; an<l have sulferod too much from the <le.struc- 
t«ou oruegdeet of the architecture I best loved, and from the 

f) ^ ^ to reason eautiouslv re- 

spoctmg tlie modesty of my opposition to the principles which 

felt himself, of obUiiniL r.". A »“<ler which the writer 

buildings ill Italy and Normanfiv*^^ '"enioranda as possible of inedia-val 
‘IcstrucUon should o co'Zu u'm n dcstruetion. before that 

-hole time has beou late ~ Hevolutionist. His 

buildings, of which masons iZ hn i- f from one side of 

yet pledge himself to anytime for ii 

“Modern Painters;” he c-m only nro..’-^* ^'e conclusion of 

to any indolence on his part ‘ ’ be owi 
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liave induced tlie scorn of tl\e one, or directed the design of 
the other. And I have been the less careful to modify the 
contidencc of niy statements of principles, because in the midst 
of the opposition and uncertainty of our architectural systems, 
it seems to me that there is something grateful in any positive 
opinion, though in many points wrong, as even weeds are use- 
ful that grow on a bank of sand. 

Every apology is, however, due to the reader, for the hasty 
and imperfect execution of tlie plates. Having much more 
serious work in hand, and desiring merely to render them 
illustrative of my meaning, I liave sometimes very completely 
failed even of that humble aim ; and the text, being generally 
written before the illustration was completed, sometimes 
naively describes as sublime or beautiful, features which the 
plate represents by a blot. I shall be grateful if the reader 
will in such cases refer the expressions of praise to the Archi- 
tecture, and not to the illustration. 

So far, however, as their coarseness and rudeness admit, 
the plates are valuable ; being either copies of memonmda 
made upon the spot, or (Plates IX. and XI.) enlarged and 
adapted from Daguerreotypes, taken under my own superin- 
tendence. Unfortunately, the great distance from the ground 
of the window which is the subject of Plate IX. rciidei'S even 
the Daguerreotype indistinct; and I cannot answer for tlie 
accuracy of any of the mosaic details, more especially of those 
which surround the window, and which I rather imagine, in 
the original, to be sculptured in relief. The gcjicral propor- 
tions are, however, studiously preserved ; the spirals of the 
shafts are counted, and the effect of the whole is as near that 
of the thing itself, as is necessary for the purposes of illustra- 
tion for which the plate is given. Eor the accuracy of the 
rest I can answer, even to the cracks in the stones, and the 
number of them ; and though the looseness of the drawing, 
and the picturesque character which is uccessarily given by an 
endeavor to draw old buildings as they actually aj)pcar, may 
perhaps diminish their credit for architectural veracity, they 
will do so unjustly. 



Tlie system of lettering adoptcil in tlic few instances in 
which sections have been given, appears soinewliat obscure in 
the references, but it is convenient upon tlic whole. The line 
which marks the tlircction of any section is noted, if the section 
be symmetrical, by a single letter; and the section itself by 
the same letter with a line over it, </. — d. Ihit if the section 
he imsymmetrical, its direction is noted by two letters, </. a. <(. 
at its exti’omities ; and the aetnal si-etioii by the same letters 
with lines over them, d. d. d,, at the corresponding extremities. 

The reader will perhaps he surprise<l by the .''inall number 
of buildings to wliieli referenee has hecn made. l>ut it is to 
be remembered that the following ehajders pretend only to he 
a statement of principles, illustrated eaeh l»y oiu* or two exam- 
ples, not an cssjiy on European arebitecture ; and those ex- 
amples I have generally taken eltlier from the hnihlings which I 
love best, or from the schools of archite*cture which, it a]>j»cfircd 
to me, have been less carefully deseribed than they deserved. I 
could as fully, though not with the accuracy and certainty de- 
rived from personal observation, have illustrated the j)rinciples 
subsequently advanced, from the architecture of Kgyi)t, India, or 
Spain, as from that to which the reatler will tind his uttciiticui 
chiohy directed, tlic Italian Eomanesque and Gothic. lint iny 
affections, as well as my experience, led me to that Hneof richly 
varied and magnificently intellectual scliools, which reaches, 
like a Iiigh watershed of Christian arcliitccture, from the Adri- 
atic to the Northumbrian seas, bordered by the impure schools 
of Spain on the one liand, and of Germany on the other: and 
as culminating points and centres of this chain, I have consid- 
ered, fii-st, tlie cities of the A al d’Arno, as rejiresenting the 
Italian Eomanesqne and pure Italian Gothic; ATmice and 
\crona as representing the Italian Gothic colored by By/.mi- 
tine elements ; and Kouen, with the associated Norman cities, 
Caen, Bayeux, and Coutances, as representing the entire range 
of ^'ortliern architecture from the Romanesque to Flamboyant. 

Wished to have given more examples from our 
eai^ English Gotliic ; hut I have always found it impossible 
01 k m tlie cold interiors of our cathedrals, while the daily 
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services, lamps, and fumigation of those upon the Continent, 
render tlicni pei-feetly siife. In the course of last summer I 
undertook a pilgrimage to the English Shrines, and began with 
Salisbury, where the consequence of a few days’ work was a 
state of weakened licalth, which I may be permitted to name 
among tlie causes of tlie slightness and imperfection of the 
present Essay. 
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INTRODUCTORY. 

SoNTE years ago, in conversation with an artist wliose works, 
perliaps, alone, in the present unite perfection of drawing 
■with resplendence of color, the writer made some inijuiry re- 
specting the general means by which this latter (juality was 
most easily to be attained. Tlie reply was ns concise as it w;is 
comprehensive— “ Know what you have to do, and do It"— com- 
piehensive, not only as regarded the branch of art to which it 
temporarily applied, but as expressing the great principle of 
success in every direction of human effort; for I believe that 
failure is less frequently attributable to cither insufficiency of 
means or impatience of labor, than to a confused understand- 
ing of the thing actually to be done ; and therefore, while it is 
properly a subject of ridicule, and sometimes of blame, that 
men propose to tliemselves a perfection of any kind, which 
reason temperately consulted, might have shown to be im- 
possible with the means at their command, it is a more dan- 
gerous error to permit the consideration of means to interfere 
mffi our conception, or, as is not impossible, even hinder our 
ac^owledgment of goodness and pei-fection in themselves. 

while a ^menibered ; because, 

While a mans sense and conscience, aided by Revelation are. 

^ways enough, if earnestly directed, to enable him to disem er 

bat is right, neither his sense, nor conscience, nor feeling, are 
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ever enough, because they are not intended, to determine for 
him what is possible. He knows neither his own strength nor 
that of his fellows, neither the exact dependence to be placed 
on his allies nor resistance to be expected from his opponents. 
These are questions respecting which passion may wai'p his con- 
clusions, and ignorance must limit them ; but it is his own fault 
if either interfere with the apprehension of duty, or the ac- 
knowledgment of right. And, as far as I have taken cogni- 
zance of the causes of the many failures to which the eiforts of 
intelligent men are liable, more especially in matters political, 
they seem to me more largely to spring from this single error 
than from all others, that the inquiry into the doubtful, and in 
some sort inexplicable, relations of capability, chance, resistance, 
and inconvenience, invariably precedes, even if it do not alto- 
gether supersede, the determination of what is absolutely de- 
sirable and just. Xor is it any wonder that .sometimes the too 
cold calculation of our powcj-s should reconcile us too easily to 
our shortcomings, and even lead us into the fatal error of sup- 
posing that our conjectural utmost is in itself well, or, in 
other words, that the necessity of offences rendei-s them in- 
offensive. 

"NVliat is true of human polity seems tome not less so of the 
distinctively political art of Architecture. I have long felt 
convinced of the necessity, in order to its progress, of some de- 
termined effort to extricate from the confused mass of partial 
traditions and dogmata with wliich it has become cnemnbered 
during imperfect or restricted pmctice, those large principles 
of right which are applicable to every stage and style of it. 
Uniting the technical and imaginative elements as essentially 
as humanity docs soul and body, it shows tlic same inliriniy 
balanced liability to tlic prevalence of the lower part over tlic 
higher, to the interference of tlie constructive, witli the purity 
and simplicity of the reflective, element. This tendency, like 
every other form of materialism, is increasing with the advance 
of the age ; and the oidy laws which resi.st it, based upon par- 
tial precedents, and already regarded with disrespect as de- 
crepit, if not with defiance as tyrannical, are evidently inappli- 
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cable to the new forms and functions of the art, which the 
necessities of the day demand. How many these necessities 
may become, cannot he conjectured; tl»ey rise, strange and im- 
patient, out of every modern siiadow of change. How far it 
may be possible to meet them witliont a sacrifice of the essen- 
tial characters of architectural art, cannot be determined hy 
specific calculation or observance. Tliere is no law, no princi- 
ple, based on past j)racticc, whicli may not he overthrown in a 
moment, by the arising of a new condition, or the invention of 
a new material ; and the most rational, if not the only, mode 
of averting the danger of an utter dissolution of all that is sys- 
tematic and consistent in our practice, or of ancient authority 
in our judgment, is to cea.se fora little while, onr endeavors to 
deal with the multiplying host of particular abuses, restraints, 
or requirements; and endeavor to determine, as tlic guides of 
every effort, some constant, general, and irrefragable laws of 
right — laws, whicli based upon man's nature, not njion his 
knowledge, may possess so far the unchangeablcncss of tlic 
one, as that neither the increase nor impertcetion of the other 
may be able to assault or invalidate tliem. 

There ai*e, perliap.s, no such laws peculiar to any one art. 
Their range neccssanly includes the entire horizon of man's 
action. Rut they have modified forms and operations belong- 
ing to each of his pursuits, and the extent of their authority 
cannot surely be considered as a diminution of its weight. 
Those peculiar aspects of them whicli belong to tlie first of the 
arts, I have endeavored to trace in the following pages ; and 
since, if truly stated, they must necessarily’ be, not only safe- 
guards against every form of error, but sources of every meas- 
ure of success, I do not think that I claim too ranch for them 
in calling them the Lamps of Architecture, nor that it is indo- 
lence, in endeavoring to ascertain the true nature and nobility 
of their fire, to refuse to enter into any curious or s]>ccial ques- 
tioning of the innumerable hindrances by which their light 
has been too often distorted or overpowered. 

Had this farther examination been atteTrT]jtcd, tlie work 
would have become certainly more invidious, and perhaps less 
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useful, «is liable to errors which are avoided by the present sim- 
plicity of its plan. Simple thougli it be, its extent is too great 
to admit of any adequate accomplishment, unless by a devotion 
of time which the wi-itcr did not feel justified in withdrawing 
from brandies of inquiry in which the prosecution of works 
already undertaken has engaged him. Both arrangements and 
nomenclature arc those of convenience rather than of system ; 
the one is arbitrary and the other illogical : nor is it pretended 
that all, or even the greater number of, the principles necessary 
to the well-being of tlie art, are included in the inquiry. Man}', 
however, of considerable importance will be found to develope 
themselves incidentally from those more specially brought for- 
ward. 

Graver apology is necessary for an apparently graver fault. 
It has been just said, that there is no branch of Inunan work 
whose constant laws have not close analogy with those which 
govern every other mode of man's c.xertion. But, more than 
this, exactly as we reduce to greater simplicity and surety any 
one group of these pmctioal laws, we shall find them passing 
the mere condition of connection or analogy, and becoming 
the actual expression of some ultimate nerve or fibre of tlie 
mightv laws which govern the moral woidd. However mean 
or inconsiderable the act, there is something in the well doing 
of it, which ha.’S fellowship with the noblest forms of manly 
virtue; and the truth, decision, and temperance, which we rever- 
ently regard as honorable conditions of the spiritual being, 
have a representative or derivative influence over the works of 
the hand, the movements of the frame, and the action of the 
intellect. 

And as thus every action, down even to the drawing of a 
line or utterance of a syllable, is capable of a peculiar dignity 
in the manner of it, which we sometimes express by saying it 
is truly done (as a line or tone is true), so also it is capable of 
dignity still higher in the motive of it. For there is no action 
so slight, nor so mean, but it may be done to a great j)urposc, 
an<l ennobled therefore ; nor is any purpose so great but that 
slight .actions may help it, and may be so done as to help it 
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niucb, most especially that eliief of all purposes, tlie pleasing 
of God. Hence George Herbert — 

“ A sorvanl with this clause 
Jlakc-s drudgery fliviiie; 

"Who sweeps a room, as for lliy laws, 

Intakes that and the action tine.” 


Therefore, in the pressing or recoiimieinliiig of any act or man- 
ner of acting, we liave choice of two scparttte lines of argu- 
ment : one htiscd on representation of tlie e\j)e<liencv or inher- 
ent value of tlie work, wliieh is often sniull, and always dispu- 
table ; the other based on proofs of its relations to tbe higher 
orders of Imnian virtue, and of its acceptableness, so far as it 
goes, to Him wlto is the origin of virtue. The former is 


commonly the more persuasive method, the latter a>suredly the 
more conclusive ; only it is liahlu to give oticiice, as if there 
were irreverence in adducing considerations so weighty in treat- 
ing subjects of small temporal importaiiee. I believe, iM.wever, 
that no error is more thonglitle.s.s tlian this. "We treat Go<l 
with irreverence by banishing Him from our thoughts, not l)y 
referring to His will on .sligl,t occaHon.s. Ili.s is not the finit'e 
authority or intelligence which cannot he troubled with small 
things. There is notliing so small hut that wc may honor God 
by asking Ilis guidance of it, or insult Him hv takin- it into 
our own hands; and what is true of the Heit^ is equally true 
of H.s Revelation. We use it most rcverontly wlion most 
habitually : our insolence is in ever acting witliont reference 
o .t, o.u- true honoring of it is in its universal applicatio... I 
iKive been blamed for tbe familiar introduction of its sacred 
words. I am grieved to have given ,,ain by so doing ; but my 

pound of every argument and tl.e test of every action We 
have then, not often enongb on onr lips, nor deeply e^ouM in 
onr „.emo„os, nor loyally enongb in onr lives. T1 e snow be 
vapor and tbe stormy wind fullil His word. Are Z’aels 

and tbmigbts lighter and wilder than tbese-tbat we should for- 
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I have therefore ventured, at the risk of giving to some 
passages tlie appea)-ance of irreverence, to take tlie higher line 
of argiiinent wherever it appeared clearly traceable : and this, 
1 would ask the reader especially to observe, not merely be- 
cause I think it the best mode of reaching ultimate tnith, still 
less because I think the subject of more importance than many 
others ; but because every subject should surely, at a period like 
the pi-esent, he taken up in this spirit, or not at all. The as- 
pect of the years that approach us is as solemn as it is full of 
mystery ; and the weight of evil against which we have to con- 
tend, is increasing like the letting out of water. It is no time 
for the idleness of ':<metaphysics, or the entertainment of the 
arts. The blasphemies of the earth arc sounding louder, and 
its miseries heaped heavier every day ; and if, in the midst of 
the exertion which every good man is called uj)on to put forth 
for their repression or relief, it is lawful to ask for a thought, 
for a moment, for a lifting of the finger, in any direction but 
that of the immediate and overwhelming need, it is at least in- 
cumbent upon us to approach the questions in which we would 
engage him, in the spirit which has become the habit of his 
mind, and in the hope that neither his zeal nor his usefulness 
may be checked by the withdrawal of an hour wliich has shown 
liim how even those things which seemed mcehanicjil, indiffer- 
ent, or contemptible, depend for their j)erfection upon the ac- 
knowledgment of the sacred principles of faith, truth, and 
obedience, for which it has become the occupation of his life to 
couteud. 



CHAPTER I. 


THE LAMi' OF SACRIFICE. 

I. Architecture is the art wliich so disposes and adorns 
the edifices raised by man for whatsoever uses, that tlie sit^ht 
of them contributes to his mental health, power and {deasure. 

It is very necessary, in tlie outset of all impiiry, to distin- 
guish carefully between Architecture and Building. 

To build, literally to confirm, is by common understand- 
ing to put together and adjust the several pieces of any cditice 
or receptacle of a considerable si/.e. Thus we have church 
building, house building, ship building, and coach building. 
That one edifice stands, another floats, and another is sus- 
pended on iron springs, maizes no dilTerence in the nature 
of the art, if so it may be called, of building or edification. 
The pereons who profess that art, are severally bnildei‘s, ecclesi- 
astical, naval, or of whatever other name their work ma}' 
justify ; but building does not become architecture merely 
by the stability of what it erects; and it is no more architec- 
ture which raises a church, or which fits it to receive and 
contain with comfort a required number of persons occupied 
in certain religious offices, than it is architecture which makes 
a carriage commodious or a ship swift. I do not, of coui'se, 
mean that the word is not often, or even may not be legiti- 
mately, applied in such a sense (as we speak of naval architec- 
ture) ; but in that sense architecture ceases to he one of the 
fine arts, and it is therefore better not to i-un the risk, hy 
loose nomenclature, of the confusion which would arise, and 
has often arisen, from extending principles which belong 
altogether to building, into the sphere of architecture proper. 

Let us, therefore, at once confine the name to that art 
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wliich, taking np and admitting, as conditions of its working, 
the necessities and common uses of the building, impresses on 
its form certain chai*actei-s venerable or beautiful, but other- 
Avise unnecessary. Thus, I suppose, no one Avould call the 
laws architectural which determine the height of a breastwork 
or the position of a bastion. Eut if to the stone facing of 
that bastion be added an unnecessary feature, as a cable 
moulding, that is Ai-chitecture. It would be similarly un- 
reasonable to call battlements or inacliicolations architectursil 
features, so long as they consist only of an advanced gallery 
supjjorted on projecting masses, witli open intervals beneath 
for offence. Eut if these projecting masses be carved beneath 
into rounded coui'ses, which are useless, and if the headings of 
the intervals be arched and trefoiled, which is useless, that is 
Architecture. It may not be always easy to draw the line so 
sliaiply and simply, because there arc few buildings which 
Iiave not some pretence or color of being architectural ; neither 
can there be any architecture which is not based on building, 
nor any good architecture which is not based on good building; 
but it is j)ei*fectly easy and very necessary to keep the idcjis 
distinct, and to undei'stand fully that Architecture concerns 
itself only with those characters of an edifice which are above 
and beyond its common use. I say common ; because a build- 
ing raised to the honor of God, or in memory of men, has 
surely a use to which its architectural adornment fits it; but 
not a use which limits, by any inevitable necessities, its plan 
or details, 

II. Architecture proper, then, naturally arranges itself 
under five beads : — 

Devotional; including all buildings raised for God’s ser- 
vice or honor. 

Memorial ; including both monuments and tombs. 

Civil; including every edifice raised by nations or societies, 
for purposes of common business or jdeasiire. 

Military ; including all private and j)ublic arcliiteeture of 
defence. 

Domestic; including every rank and kind of dwelling-place. 
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Kow, of tlie principles whicli I wonUl endeavor to de- 
velope, while all must be, as I have sahl, applicable to every 
stage and style of the art, some, and especially tliose ai e 

exciting ratlier than directing, Iiave necessarily fuller l•eferc'nce 
to one kind of building tliaii anotlicr; and among these I 
would place fii*st that spirit which, having influence in all, has 
nevertheless such especial reference to devotional and memorial 
arcliitecture— the spirit which offers for such work ])recious 
things simply becjiuse they ai-c precious; not as being necc.-sary 
to the building, but as an offering, surrendering, aiul sacrifice 
of what is to ourselves desirable. It seems to me, not only 
that this feeling is in most cases wliolly wanting in tliose who 
forward the devotional buildings of the present day; but that 
it would even be regarded as an ignorant, dangerous, or jjerhaps 
criminal principle by many among us. I have not space to 
enter into dispute of all tlic various objections which maybe 
urged against it — they are many and specious; hut I may, 
porliaps, ask the reader’s patience while I set down tliosc simjde 
reasons which cause me to believe it a good and just feeling, 
and as wcll-pleasing to God and lionorable in men, as it is 
beyond all dispute necessary to tlie production of any great 
work in the kind with which we arc at present conccriiud. 

III. Now, first, to define this Lamp, or Spirit of Saci-ifice, 
clearly. I liavc said that it prompts us to the offering of 
])rccious things merely because they are precious, not because 
they are useful or necessary. It is a spirit, for instance, wliich 
of two marbles, equally beautiful, applicable and durable 
would choose the more costly because it was so, and of two 
kinds of decoration, equally effective, would clioose the more 
elaborate because it was so, in order tl.at it might in the same 
compass present more cost and more tliought. It is therefore 

cntln,siastic, and perl.aps best noRa- 
y efined, as the opposite of tlie prevalent feelinir of 

the Irast c^r’ to produce the largest results at 

the h *'*®’*’ tlistinct forms : the fimt, 

the wish to exercise self-denial for the sake of self-discipline 
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merely, :i wish acted upon in the abandonment of things 
lo\ ed or desired, tliere being no direct call or purpose to be 
answered by so doing; and the second, the desire to honor or 
jdease someone else by the costliness of the sacrifice. The 
j>ractice is, in the fii*st case, either private or public; but most 
friMpiently, and perhaps most properly, private ; while, in the 
latter case, the act is commonly, and with greatest advantage, 
])ublic. Now, it cannot but at fi)-st appear futile to assert the 
expediency of self-denial for its own sake, when, for so many 
sakes, it is every day necessary to a far greater degree than any 
of us practise it. But I believe it is ju.'^t because we do not 
enough acknow'ledge or contemplate it as a good in itself, that 
wc arc apt to fail in its duties when they become imperative, 
and to calculate, with some partiality, whether the good 
])roposcd to othei*s measures or warrants the amount of griev- 
ance to ourselves, instead of accepting with gladness the 
oi)portunity of sacrifice as a ]>ersonal advantage. Be this as it 
inav, it is not necessary to insist upon the matter hero ; since 
there are always higher and more useful channels of sclf-.sacri- 
ficc, for those who chose to practise it, than any connected 
with the arts. 

While in its second branch, that which is especially con- 
cerned with the arts, the justice of the feeling is still more 
doubtful ; it depends on our answer to the broad question, C'an 
the Deity be indeed honored by the presentation to Him of 
any material objects of value, or by any direction of zeal or 
wisdom which is not immediately beneficial to men ? 

For, observe, it is not now the question whether the fair- 
ness and majesty of a building may or jnay not answer any 
moral purpose; it is not the irfoiH oi labor in any sort of 
which wc are speaking, hut the hare and mere costliness — the 
substance and labor and time thcm.«elves: arc these, wc ask, 
independently of their result, acceptable offerings to God, and 
considered hv Him as <loing Him honors So long as wc refer 
tins question to the dcci^ion of feeling, or of conscience, or of 
rea-.'n merely, it will he contradictorily or imperfectly a?i- 
overed ; it admits of entire answer only when wo have met 
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«'inother and a far different question, whether the Bihlc bo 
indeed one book or two, and whether the character of (iod 
revealed in tlie Old Testament be otlier than llis cliaracter 
revealed in the Xew. 

IV. Now, it is a most secure truth, that, altliough tlic 
particular ordinances divinely appointed for special purposes 
at any given period of man’s liistory, may ])C by the same 
divine authority abrogated at another, it is inipf*ssil)le that 
any character of God, a]>pealed to cw described in any or- 
dinance past or present, can ever be clianged, or nndei^tood 
as changed, by tlie abrogation of that ordinance. God is one 
and tlie same, and is jdcased or displeased by the same things 
for ever, although one part of His pleasure may be expressed 
at one time ratlier than another, and although the mode in 
which His pleasure is to be consulted may be by Him gra- 
ciously modified to the circumstances of men. Thus, for 
instance, it was necessary that, in order to tlie understamling 
by man of the scheme of Redemption, that scheme should he 
^reshown from the beginning by the type of bloody sacritice. 
But God liad no more plciusiire in sneli sacrifice in the time 
of Hoses than He lias now ; He never accepted as a propi- 
tiation for sin any sacrifice but tlie single one in r.rospective * 
and that we may not entertain any shadow of doubt on this 
subject, the worthlessness of all other sacrifice than tliis is 
proclanncl at tl,e vciy time when t.vpical suc-itiee was most 
nnpo.at.ve y < e.na,ul«l. God was a spirit, and oonld be 
torsl.ipped only ,,, sjnnt and in truth, as singly and exchisivoly 

evL'or-’ ff ■' 

rbre heart I™* 

So, therefore it is a most safe and sure princii.Io that if 

etanees can bo traced whicli we are eitlier told 
legitimately conclude, pleased God at that time tiiose same 

nr:rroffl"'“r - tl^eVerforman 

, niess It has been afterwards revealed that, for 
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some special purpose, it is now His will that sncli circumstances 
should be withdrawn. And this argument will have all the 
more force if it can be shown that such conditions were not 
essential to the completeness of the rite in its human uses and 
bearings, and only were added to it as being in thcimelves 
pleasing to God. 

V. Now, was it necessary to the completeness, as a type, of 
the Lcvitical sacrifice, or to its utility as an explanation of 
divine purposes, that it should cost anything to the person in 
whose behalf it was offered ? On the contrary, the sacrifice 
which it foreshowed was to he God's free gift ; and the cost 
of, or difficulty of obtaining, the sacrificial type, could only 
render that type in a measure obscure, and less expressive of 
the offering which God would in the end provide for all men. 
Yet this costliness was tjeneraJJy a condition of the accept- 
ableness of the sacrifice. ^‘KeitJjcr will I offer unto the Lord 
iiiy God of that which doth cost me nothing.” Tliat costli- 
ness, therefore, must be an acceptable condition in all human 
offerings at all times ; for if it was pleasing to God once, it 
must ])lcase Him always, iinlc.ss directly forbidden by Him 
afterwards, which it has never been. 

Again, was it necessary to the typical perfection of the 
Lcvitical offering, that it should be the best of the flock? 
Doubtless the spotlcssncss of the sacrifice renders it more ex- 
pressive to the Christian mind; hut was it because so expres- 
sive that it was actually, and in so many words, demanded by 
God? Not at all. It was demanded by Him expressly on the 
same grounds on which an earthly governor would demand it, 
as a testimony of respect. “ Offer it now unto thy goveriior.”t 
And the less valnalde offering was rejected, not because it did 
not image Christ, nor fulfil the purposes of sacrifice, but be- 
c-anse it indicated a feeling that would grudge the best of its 
j)osscssions to Him who gave them ; and hecaiise it was a bold 
dishonoring of God in the sight of man. 'W^hence it may bo 
infallibly concluded, that in whatever offerings M'e may now 

* 2 Sam. xxiv. 24. Dcut. xvi. 16, 17. 

+ Mai. i. 8. 
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see reason to present niito (loci (I say not wliat tlicse may 1)C‘), 
a condition of tlieir acccptal)leness will be now, as it wjls then, 
that they should be the best of their kind. 

VI. But farther, was it necessary to tlie cariyin»^ out of the 
Mosaical •system, that there should be either art or splendor in 
the fonii or services of the tabernacle or tem])le ( Was it 
necessary to the perfection of any one of their ty])ieal ofliee.s, 
that there should be that lian^lnj^ of blue, and j)U)‘pIe, and scrar- 
let? those taches of brass and sockets of silver ^ tliat workiim 
in cedar and overlayins: with <rold ( ()ne thin<r at least is evi- 
dent: there was a deep and awful danger in it ; a daniijer that 
the God whom they so worsliipped, mi^ht be associated in the 
minds of the serfs of Kgypt with the gods to whon» thc^y had 
seen similar gifts offered and similar luniors ]>aid. Tlie ])roba- 
bility, in our times, of fellow.sldp witli tlie feelings of tlie i«l<d- 
atrous Romanist is absolutely as nothing comparc^d witli the 
danger to the Israelite of a sympathy with the idolatnms 
5* speculative, no unproved danger; but proved 
fatally by their fall during a month's aiiamhinment to their 
own will ; a fall into the most servile idolatrv ; vet marked hv 
such offerings to their idol as their leader was. in the elose 
seciuel, instructed to bid them offer to God. Tliis daiigu- 
was imminent, pei'petual, and of tbc most awful kind : it was 
the one against which God made provision, not only l.y com- 
mandments, by threatenings, by promises, the myst urgent, re- 
peated, and impressive ; luit by temporary ordinances of a 
^verity so terrible as almost to dim for a time, in the eves of 
His people, His attribute of mcrey. Tlic principal oliioet of 
every instihited law of that Theocracy, of every jmigment 
sent forth m its vindication, was to mark to tlie'peoiile His 
hatred of idolatry ; a hatred written under their advancing 
6 ops, m the blood of the Canaanite, and more stcrnlv still in 
the darkness of their own desolation, when the children and 
the sucklings swooned in the streets of Jerusalem, and the lion 
tracked his prey in the dust of Samaria.'^ Yet against this 


*Lam. ii. 11. 2 Kings svii. 25 . 


14 


THE LAMP OF SACRIFICE. 


mortal danger provision w<is not made in one way (to man’s 
thoughts the simplest, tlie most natural, the most effective), by 
withdrawing from the woi*sliip of the Divine Being wliatever 
could delight tlie sense, or shape the imagination, or limit the 
idea of Deity to place. This one way God refused, demanding 
for Jlimself such lionors, and accepting for Himself such local 
dwelling, as had been paid and dedicated to idol gods by hea- 
then worshippers ; and for what reason? Was the glory of 
the tabernacle necessary to set forth or image Ilis divine 
gluiy to the minds of Ilis people ? What ! purple or scarlet 
necessary to the j^eople who had seen the great riv'er of Kgypt 
nm scarlet to the sea, under Ilis condemnation ? What ! gold- 
en-lamp and cherub necessary for those who had seen the 
fires of heaven falling like a mantle on Mount Sinai, and its 
golden courts opened to receive their mortal la.wgiver? 
What! silver clasp and fillet necessary when theyliad seen the 
silver waves of the Ued Sea clasp in their arched hollows the 
coi-pses of tlio hoi-se and his ri<lcr? Kay — not so. There was 
but one reason, and that an eternal one; that as the covenant 
that lie made with men was accompanied with some external 
sign of its continuance, and of His remembrance of it, so the 
acceptance of that covenant might bo marked and signified by 
use, in some external sign of their love and obedience, and sur- 
render of themselves and theii*s to Ilis will ; and that their 
gratitude to ^lim, and continual remembrance of Him, might 
have at once their expression and their enduring testimony in 
the presentation to Him, not only of the firstlings of the herd 
and fold, not only of the fruits of the earth and the tithe of 
time, but of all treasures of wisdom and beauty ; of the 
thought that invents, and the hand that labors; of wealth of 
wood, and weight of stone; of the strength of iron, and of the 
light of gold. 

And let ns not now lose sight of this broad and unabrogated 
pi-inciplc — I might say, incapable of being abrogated, so long 
as men shall receive earthly gifts from God. Of all that they 
have His tithe must be rendered to Him, or in so fur and in so 
much He is forgotten: of the skill and of the treasure, of the 
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Strength and of the mind, of the time and of tlic toil, offering 
must be made reverently ; and if there be any dilTerenee be- 
tween the Lcvitical and the Christian otfering, it is that the 
latter may be just so mucir the wider in its range as it is 
less tj’pical in its meaning, as it is thankful instead of sacri- 
ficial. There can be no excuse accepted because the Deity 
does not now visibly dwell in llis temple; if lie is invisi- 
ble it is only through our failing faith : nor any excuse 
because other calls are more immediate or more sacred; this 
oujrlit to be done, and not the other left nmlono. Yet 
this objection, as frctpient as feeble, must be mure .‘'pecill- 
cally answered. 

It has been said — it ought always to he said, for it is 
true — that a better and more honorable oll'ering is made to onr 
Master in ministry to the ])oor, in extending tbe kn(>wle<lg(* of 


His name, in the practice of the virtues by which that name is 
hallowed, than in material presents to llis temple. Assuredly 
it is so : woe to all who think that any other kind or manner of 
offering may in any wise take the ])lacc of these ! Do the jieo- 
ple need place to pray, and calls to hear llis word ( Then it 
is no time for smoothing pillars or carving pulpits ; let ns have 
enough of walls and roofs. Do the people need teaching 
from house to house, and bread from day to day? Then tlmy 
arc deacons and miuistei*s we want, not architects. I insist on 
this, I plead for this ; but let us examine oui'sclves, and see if 
this be indeed the reason for our backwardness in the lesser 
work. The question is not between God's house and His poor; 
it is not between Gods house and I^s Gospel. It is between 
God s house and ours. Have we no tesselated coloi-s on onr 
floors? no frescoed fancies on our roofs? no niched statuary in 
our corndoi-s ? no gilded furniture in onr chambci-s? no costly 
stones iu our cabinets? Has even tbe tithe of these been 
offered? They are, or they ought to be, the signs that cuougli 
has been devoted to the great purposes of human stewardship, 
and that there remains to us what we am spend in luxury; 
but there is a greater and prouder luxury than this selfish one 
—that of bringing a portion of such things as these into sacred 
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service, and presenting tliem for a memorial* that our pleasure 
as well as our toil has heen hallowed by the remembrance of 
Him who gave both the strengtli and the reward. And until 
this has been done, I do not sce^iow such possessions can be 
retained in happiness. I do not understand the feeling which 
would arcli our own gates and pave our own thresholds, and 
leave the clmrch with its narrow door and foot-wom sill ; the 
feeling which enriches our own chambers with all manner of 
costliness, and endures the bare wall and mean compass of the 
temjile. There is seldom even so severe a choice to be made, 
seldom so much self-denial to be exercised. There are isolated 
cases, in which men’s happiness and mental activity depend 
upon a certain degree of luxury in their houses ; but then this 
is true luxury, felt and tasted, and jirofitcd by. In the pliiral- 
ity of instances nothing of the kind is attempted, nor can 
be enjoyed; men’s average resources ciinnot reach it; and that 
which they van reach, gives them no pl(*Jisure, and might be 
spared. It will be seen, in the coui*se of the following chaj>- 
tei's, that I am no advocate for meanness of priv'atc habitation. 
I would fain introduce into it all inagnilicence, care, and beauty, 
where they are possible; but I would not have that useless 
expense in unnoticed fineries or formalities ; cornicings of ceil- 
ings and graining of dooi-s, and fringing of curtains, and thou- 
sands such ; things w’hich have become foolishly and apatheti- 
cally habitual — things on whose common appliance liang whole 
trades, to whicli there never yet belonged the blessingof giving 
one ray of real pleasure, or becoming of the remotest or most 
contemptible use — things^vhich cause half the expense of life, 
and destroy moi*c than half its comfort, manliness, resj)ectabil- 
ity, freshness, and facility. I speak from experience : I know 
what it is to live in a cottage with a deal door and roof, and a 
hearth of micA slate ; and I know it to be in many respects 
liealthier and hapj)icr thaii living between aTurkey carjjct and 
gilded ceiling, beside a steel grate and jmlished fender. I do 
not say that such things have not their place and jjropricty ; 
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but I say this, emphatically, that the tenth part of the c.\p(mse 
^^•hich is sacrificed in domestic vanities, if not ahsolntely and 
meaninglcssly lust in domestic discomfoi'ts and imminhi'ancis, 
would, if collectively offered ami wisely employed, build a 
marble church for every town in Knirlaml ; such a cliurch as it 
should be a joy and a blessinj^ even to pass near in our daily 
ways and walks, and as it would brin*; the li^ht into the eyes to 
see from afar, lifting its fair height above the jmrple crowd of 
humble roofs. 

YIII. I have said for every town : I do not want a marble 
church for every village; nay, I do not want iiiarl)le clmrehes 
at all for their own siike, but for the sake of the spirit that 
would build them. The church has no need of any visllde 
splendors; her j)ower is independent of them, her jnirity is in 
some degree opposed to them. The simplicity of a pastoral 
sanctuary is lovelier than the majesty of an urban temple; 
and it may he more than questioned whetlier, to tlic ]>eoi)le' 
such inajesty has ever been tlie source of any increase of etfec- 
tive piety ; but to the builders it has been, and must ever he. 

It IS not the church we want, but the sacrilice; not tlic oim^ 

tion of admiration, but the act of adoration ; not tl.e gift, hut 
the giving.’ And see how much more charity the full 
uiKlerstanding of this might admit, among ciasscs of men of 
natiiraiiy opposite feeimgs ; and iiow mncli more nobleness in 
tlie work. Tliere is no need to offend by importnnato, sclf- 
proclannmg splendor. Your gift may be given in an m, pre- 
suming way. Cut one or two sliafts out of a porplivry whose 
preeiousness f hose only would know wlio would desire it to Iic 
BO used ; add another montl.’s labor to the uudercuttiim of a 
ew ^.pitals, whose delicacy will not be seen nor loved bv one 

such tl i Bubstantial ; and to those who re<mi d 

such things, their witness will he clear and impressive” to 
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Adullum ? — yet was not thus better than if he had drunk it? 
Of what use was that passionate act of Christian sacrifice, 
against which, first uttered by the false tongue, the very objec- 
tion we would now conquer took a sullen tone for ever?* So 
also let us not ask of what use our offering is to the church : 
it is at least better for ns than if it had been I'etained for 
ourselves. It may be better for others also : there is, at any 
rate, a chance of this ; though we must always fearfully and 
widely shun the thought that the magnificence of the temple 
can materially add to the efficiency of the worship or to the 
power of the ministry. Whatever we do, or whatever we 
offer, let it not interfere with the simplicity of the one, or 
abate, as if replacing, the zeal of the other. That is the al)use 
and fallacy of liomanism, by which the true spirit of Christian 
offering is directly contradicted. The treatment of the Papists* 
temple is eminently exhibitory ; it is surface work throughout ; 
and the danger and evil of their church decoration lie, not in 
its reality — not in the true wealth and art of it, of which the 
lower people are never cognizant — but in its tinsel and glitter, 
in the gilding of the shrine and painting of the image, in 
embroklery of dingy robes and crowding of imitated gems ; 
all this being frequently thrust forward to the concealment of 
what is really good or great in their buildings.* Of an offering 
of gratitude which is neither to be exhibited nor rewarded, 
whicli is neither to win praise nor purchase salvation, the 
Romanist (as such) Inis no conception. 

IX. While, however, I would especially deprecate the im- 
putation of any other acceptableness or usefulness to the gift 
itself than that which it receives from the spirit of its presen- 
tation. it may be well to observe, that there is a lower advan- 
tage which never fails to accompany a dutiful observance of any 
right abstract principle. Wliile the fimt fruits of liis posses- 
sions were required from tbe Israelite as a testimony of fidelity, 
the ]>ayment of those fii-st fruits was nevertheless rewarded, 
and that connectedly and specifically, by the increase of those 
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possessions. Wealth, and length of days, and peace, were tlie 
promised and experienced rewards of his oifering, though they 
were not to he tlie objects of it. The tithe paid into tlie storc- 
liousc was the expressed condition of the blessing wliich there 
should not be room enough to receive. A?id it will be thus 
always: God never forgets any work or labor of love; and 
whatever it may be of whfch the first and he.st ))roportions or 
powers have been prc.sented to Him, he will multiply and in- 
crease sevenfold. Therefore, though it may not be ncces.sarily 
the interest of religion to admit the .service of tlie arts, the arts 
will never flourish until they have been j)rimarily devoted to 
that service — devoted, l)oth by architect and employer; by the 
cne in scrupulous, earnest, affectionate de.sign ; by the other in 
expenditure at least more frank, at least less calculating, than 
that which he would admit in the indulgence of his own pri- 
vate feelings. Let this principle be but once fairly acknowl- 
edged among us ; and however it may he chilled and reju’cssed 
in practice, however feeble may be its real influence, however 
the sacredness of it may be diminished by counter-workings of 
vanity and self-interest, yet its mere aeknowictigment would 
bring a reward ; and with our present accumulation of means 
and of intellect, there wo\ild he sucli an impulse and vitality 
given to art as it has not felt since the thirteenth century. 
And I do not assert this as other than a national consequence : 
I sliouid, indeed, expect a larger measure of every great and 
spiritual faculty to be always given whci'c tliose faculties had 
been wisely and religiously employed ; but the impulse to 
M-liich I refer, would be, humanly speaking, certain ; and would 
naturally result from obedience to the two great -conditions en- 
forced by the Spirit of Sacrifice, first, that we should in every- 
thing do our best; and, secondly, that we should cousider 
increase of apparent labor as an increase of beauty in the 

building A few practical deductions from these two condi- 
tions, and I have done. 

. . • it is alone enough to secure success, and 

t is for want of observing it tliat we continually fail, 

are none of ns so good architects as to be able to work habitu- 
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ally beneath onr 8tren2:th ; and yet there is not a building that 
I know of, lately raised, wherein it is not sufficiently evident 
that neither architect nor builder has done his best. It is the 
especial characteristic of modern work. All old work nearly 
has been hard work. It may be the hard work of children, 
of barbarians, of rustics ; but it is always their utmost. Ours 
has as constantly the look of money’s worth, of a stopping 
short wherever and whenever we can, of a lazy coihpliance 
with low conditions; never of a fair putting forth of our 
strength. Let us have done with this kind of work at once: 
cast off every temptation to it : do not let us degrade ourselves 
voluntarily, and then mutter and moum over our short com- 
ings ; let us confess our poverty or our parsimony, but not belie 
our human intellect. It is not even a question of how much 
we arc to do, but of how it is to be done ; it is not a question of 
doing more, but of doing better. Do not let us boss our roofs 
with w)*ctched, half-worked, blunt-edged rosettes ; do not let us 
flank our gates with rigid imitations of medieval statuary. 
Such things are mere insults to common sense, and only unfit 
us for feeling the nobility of tlieir prototypes. AVc have so 
much, suppose, to be spent in decoration ; let us go to the Flax- 
man of his time, whoever lie may be, and bid him carve for us 
a single statue, frieze or capital, or as many as wo can afford, 
compelling u])on him the one condition, that they shall be the 
best he can do ; place them where they will be of the most value, 
and be content. Our other capitals may be mere blocks, and our 
•other niches empty. No matter: better our work unfinished 
than all bad. It may he that we do not desire ornament of so 
high an order; choose, then, a le.^s developed style, also, if you 
will, rougher matci-ial ; the law which we are enforcing requires 
only that what we pretend to do and to give, shall both be the 
best of their kind ; choose, therefore, the Norman hatchet 
work, instead of the Flaxman frieze and statue, but let it be 
the best hatchet work ; and if you cannot afford marble, use 
Caen stone, but from the best bed ; and if not stone, brick, hni 
the best brick ; preferring always what is good of a lower 
order of work or material, to what is bad of a liigher ; for this 
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is not only tlie way to improve every kind of woi-k, and to ])ut 
every kind of material to better u.<e; but it is more lionest an<i 
unpretending, and is in liarjnony witli other just, npriglit. ami 
manly principles, whose range we shall liave presently to take 
into consideration. 

XL The other condition which we had to notice, was (he 
value of the appearance of lalior upon arcliitcctiire. I have 
spoken of this before;* and it is, indeed, one of the most 
frequent sources of pleasure Mhicli belong to the art, always, 
however, within certain soincwliat rennirkable limits. For 
it docs not at first appear cjisily to be e.xplained why lalx)!*, 
as represented by materials of value, should, without sense of 
wrong or error, bear being wasted ; while the waste of actual 
workmanship is always painful, so soon as it is apparent. 
But so it is, that, wlule precious materials may, witli a certain 
profusion and negligence, be employed for the magniticence of 
what is seldom seen, the work of man cannot be carelessly and 
idly bestowed, without an immediate sense of wrong; as if 
the strength of the living creature were never intended by its 
Maker to be sacrificed in vain, though it is well for us some- 
times to part with what we esteem precious of substance, as 
showing that in such a service it becomes but dross and dust. 
And in the nice balance between the straitening of effort or 
enthusiasm on the one hand, and vainly casting it away upon 
the other, there arc more questions than can be met liv any 
but rerj just and watc-bful fceliup. In gcne.al it is less tl.e 
mere loss of labor that offends us, tlian tbc lack of jud.r,ucu± 
imp bed by sueli loss; so that if men confcsseilly uork for 
works sake, and it does not appear that thev are i«-norant 
ivd.ere or bow to make tbeir labor tell, we sballnot be '.u-ossly 
offended. On the contrary, we sball be pleased if tbc work 
be los in oarrj-mg ont a principle, or in avoiding, a .leeeption. 

sir ri to another part of our 

bv tlTe ’ ” . '“^■•e, that, wboneyer, 

by the construction of a building, some parts of it are hidden 
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from the eje which are the continuation of others hearing 
some consistent ornament, it is not well that the ornament 
should cease in the parts concealed ; credit is given for it, and 
it should not he deceptively withdrawn : as, for instance, in the 
sculpture of the hacks of the statues of a temple pediment; 
never, perhaps, to he seen, hut yet not lawfully to he left uutin- 
ished. And so in the working out of ornaments in dark con- 
cealed places, in which.it is best to err on the side of comple- 
tion ; and in the carrying round of string courses, and other 
such continuous work; not hut that they may stop sometimes, 
on the point of going into some palpably impeneti'ahle recess, 
but then let them stop boldly and markedly, on some distinct 
terminal ornament, and never he supposed to exist where they 
do not. The arches of the towers which flank the transepts 
of Rouen Cathedral have rosette ornaments on their spandrils, 
on the three visible sides ; none on the side towards the roof. 
The right of this is rather a nice point for question. 

XII. Visibility, however, we must remember, <lcpcnds, not 
only on situation, hut on distance ; and there is no way in wJiich 
work is more painfully and unwisely lost than in its over 
delicacy on parts distant from the eye. Here, again, the ))rin- 
ciple of honest}’ must govcni our treatment : we must not 
work any kind of ornament which is, perhaps, to cover the 
whole building (or at least to occur on all parts of it) deliciitely 
where it is near the eye, and rudely where it is removed from it. 
That is trickery and dishonesty. Consider, first, what kinds of 
^rnaments will tell in the distance and what near, and so dis- 
trilmte them, keeping such as by their nature are delicate, doum 
near the eye, and throwing the bold and rough kinds of work 
to the top ; and if tlicre be any kind which is to be both near 
and far off, take care that it be as boldly and I'udely wrought 
where it is well seen as where it is distant, so that the specta- 
tor may know exactly what it is, and what it is worth. Thus 
chequered j)atterns, and in general such ornaments as common 
workmen can execute, may extend over the whole building; 
but bas-reliefs, and fine niches and caj)itals, should he kept 
down, and the common sense of this will always give a building 
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dignity, even tlioiigh there be some abruptness or awkward- 
ness, in the resulting arrangements. Thus at San Zeno at 
Verona, the bas-reliefs, full of incident and intere^t. are con- 
fined to a parallelogram of the front, reaclnng to the height of 
the capitals of the columns of the jjorch. .iVb(»ve tliese, we 
find a simple, though most lovely, little arcade; and above 
that, only Idauk wall, with scpiare face shafts. Tl>e wlioie 
effect is tenfold grander and Ijctter than if tlie entire facade 
liad been covered with bad work, and may serve for an exaiiiph* 
of the way to place little where we cannot aibinl much. So, 
again, the transept gates of Uouen * are coveretl with delicate 
bas-reliefs (of which I sliall speak at greater length presently) 
up to about once and a half a man's height; ami above that 
come the usual and more visible statues ami niches. So in 
the campanile at Florence, the circuit of ha.s-reliefs is on its 
lowe.st story; above that come its statuc.s; ami al)ove them all 
its pattern mosaic, and twisted column.s, ex(|uisitely finished, 
like all Italian work of the time, but still, in the eye of the 
Florentine, rough and commonplace by comparison with the 
bas-reliefs. So generally the most delicate niche work ami liost 
mouldings of the French Gothic are in gates and low windows 
well within sight; although, it being tlie very spirit of that 
style to trust to its exuberance for effect, tlierc is occasionally a 
burst upwards and blossoming nnrestrainably to the .sky, as in 
the pediment of the west front of Rouen, and in the recess of 
the rose window beliind it, where there arc some most claI)o- 
mte fiower-mouldings, all but invisible from below, and only 

adding a genend enrieliment to tlie deep shadows that relievo 

the shafts of the advanced pediment. It is observable, liow- 
cver, that this very work is bad fiambovant. and has cornnit 
renaissance cliaractci-s in its detail as well as use; while in tlie 
earlier and grander north and sontli gates, there is a vorv noble 
proportioning of tlie work to the distance, tlie niches. and 
statues which crown the nortliern one, at a height of about 

of convenience, when I name any cnthodn.l 
a m this manner, let me be understood to spe,ak of its catbedml churcli 
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one hundred feet from tlie groimd, being alike coIos,«al and 
simple; visibly so from below, so as to induce no deception, 
and yet honestly and well finished above, and all that they arc 
expected to he ; the features very beautiful, full of expression, 
and as delicately wrought as any work of the ])oriod. 

XIII. It is to be remembered, however, that while the 
ornaments in every line ancient building, without exception so 
far as I am aware, are most delicate at ti»e base, they are often 
in greater effective quantity on the upper parts. In high 
towel's this is j)erfectly natural and right, the solidity of the 
foundation being as necessary as the division and penctmtion 
of the superstructure ; hence the lighter work and richly pierced 
crowns of late Gothic towers. The campanile of Giotto at 
Florence, already alluded to, is an exquisite instance of the 
union of the two principles, delicate bas-reliefs adorning its 
iiuissy foundation, while the open tracery of the upper windows 
attracts the eye by its slender intricacy, and a rich cornice 
crowns the whole. In such truly lino cases of this dispo.sition 
the uj)per work is effective by its quantity and intricacy only, 
as the lower portions by delicacy ; so also in the Tour de Beiirre 
at Rouen, where, however, the detail is inasvsy tlirougliout, sul> 
dividing into rich meshes as it ascends. In the bodies of build- 
ings the principle is less safe, but its discussion is not connected 
with our present subject. 

XIV. Finally, work may be wasted by being too good for 
its matcri.al, or too fine to bear exposure; and this, generally a 
characteristic of late, especially of rcnai.<sancc, woi k, is perhaps 
the woi-st fault of all. I do not know anything more painful 
or pitiful tlian the kind of ivory carving with which the Cer- 
tosa of Favia, and part of the Collcone sepulchral chapel at 
Ilergamo, and other such buildings, are incrusted, of wliich it 
is not possible so much as to think without exhaustion; and a 
lieavv sense of the mi.scrv it would be, to be forced to look at 
it at all. And tliis is not from the quantity of it, nor because 
it is bad work — much of it is inventive and able; but because 
it looks as if it were only fit to be put in inlaid cabinets and 
velveted caskets, and as if it could not bear one drifting sbowor 
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or gnawing frost. AVc are afmicl for it, aiixioiis about it, niiil 
torineiJted by it; and we feel that a massy shaft and a iwild 
shadow would be wortli it all. Kevcrtheless, even in eases 
like these, much depends on the accoinplishnient of the great 
ends of dceoration. If the ornament does its duty — if it /.v 
ornament, and its points of .«hade and light tell in the general 
effect, we shall not be offended by finding that the sculptor in 
his fulness of fancy has chosen to give much more than theses 
mere points of light, and has composed them of iri'on])s of 
figures. ]»utif the ornament does not answer its ])ur])ose, if it 
have no distant, no truly decorative power i jf generally setui 
it be a mere incrustation and meaningless roughness, we shall 
only be chagrined by finding when we look eios(‘, that the- in- 
crustation has cost years of ialxn-, and has millions of fii^nres 
and histories in it, and would he the better of b<-ing seen 
through a Stanhope leits. lienee the greatness of the northern 
Gothic as contnisted with the latest Italian. It reaches nearly 
the same extreme of detail ; hut it never loses sight of its arehi- 
tectural pirposo, never fails in its dec.rative'power ; not a 
leaflet in it but speaks, and speaks far off, t(.o ; and so long as 

tins be the case, there is no limit to the luxuriance in wliieh 
such work^may legitimately and noldy he bestowed. 

XV No limit: it is one of the affectations of arehitccts to 
speak of overcharged ornament. Ornament cannot be over- 
charged If it be good, and is always overeliargcd when it is 
bad I l.a.^ given on tbc opposite page (fig.'l). one of the 
smallest niches of the central g:ite of lioncn. That ^ate I 
suppose to be the most exquisite piece of imre flamboyant 
work existing ; for though I have spoken of the upper portion^ 
especially the receding window, as degenerate, the Ute itself is 
O a purer period, and has hard), any reuaissauee taint TIk.;: 

w’tl +1 • porch, from the ground to the toi) of the arch 

w th three intermediate rows of ' larger niel.es, fL- more elal,!; 

to 7 1 ' 7 of each onter pier Tl.e 

that rthe nlf ^^onc, each worked like 

m the plate, and each with a different pattern of tmeeries 
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in ciicli compartment, is one hundred and seventy-six.* Yet in 
all this ornament there is not one cusp, one finial tliat is useless 
— not a stroke of the chisel is in vain ; the grace and luxuriance 
of it all are visible — sensible rather — even to the uninquiring 
eye ; and all its minuteness does not diminish the majesty, 
■while it increases the mystery, of the noble and unbroken 
vault. It is not less the boast of some styles that they can bear 
ornament, than of othei'S that they can do without it ; but we do 
not often enough reflect that those very styles, of so haughty sim- 
plicit}’, owe part of their pleasurableness to contrast, and would 
be wearisome if universal. They are but the rests and mono- 
tones of the art; it is to its far happier, far liigher, exaltation 
that we owe those fair fronts of variegated mosaic, charged 
with wild fancies and dark hosts of imagery, thicker and 
quainter than ever filled the depth of midsummer dream ; 
those vaulted gates, trellised with close leaves; these window- 
labyrinths of twisted tracery and starry light; those misty 
masses of multitudinous pinnacle and diademed tower; tlie 
only witnesses, perhaps, that remain to us of the faith and fear 
of nations. All else for which the buildci*s sacrificed, has 
passed away — all their living interests, and aims, and achieve- 
ments. "We know not for what they labored, and we see no 
evidence of their reward. Victory, wealth, authority, happi- 
nesvs — all have departed, though bought by many a bitter sac- 
rifice. But of them, and their life, and their toil upon the 
earth, one reward, one evidence, is left to us in those gray 
heaps of decj) wrought stone. They have taken with them to 
the grave their power.s, their honors, and their errors; but they 
have left us their adoration. 


CHAPTER IT. 


THE LAMP OF TRUTH. 


T. Theue is a marked likeness between the virtnos of man 
and the enlightoninent of tlic globe lie inlial)its — the same 
diminishing gradation in vigor uj) to tlie limits of tlieir do- 
mains, the same essential separation from their conti-aries — the 
same twilight at the meeting of the two : a something wider 
belt than the line where the world rolls into night, tliat strange 
twilight of tlie virtues; that dnsky debateahle land, wherein 
zeal becomes impatience, and temperance becomes severity, and 

justice becomes cruelty, and faith superstition, and each ami all 
vanish into gloom. 


^Nevertheless, with the greater number of them, though 
tlieir dimness increases gradually, we may mark the moment of 
their sunset ; and, happily, may turn the shadow back by the 
way by which it had gone down: but for one, tlie line of the 
horizon is irregular and undefined ; and this, too, the very 
equator and girdle of them all-Trutli ; tliat only one of whicii 
there are no degrees, but breaks and rents continually ; that 
pillar of the earth, yet a cloudy pillar; that golden and'narrow 
line, which the very powers and virtues that lean upon it bend 
winch policy and prudence conceaJ, which kindness and cour- 
tesy modify, which courage ovei-shadows with his sliicld, 
unagmarton covere witli her wings, and charity dims with her 

tears. How difficult must the maintenance of that authority 

be, which, while it has to restrain the liostility of all the worst 
principles of man, has also to restrain the disordei-s of his best 
which 18 continually assaulted by the one and betrayed by 
he other, and which regards with the same severity the li<rht- 
est and the boldest violations of its law ! There are some faTilts 
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sliarlit ill tlic sifflit of love, some errors sllgrlit in the estimate of 
•wisdom; but truth forgives no insult, and endures no stain. 

AVe do not enough consider this; nor enough dread the 
slight and continual occasions of offence against her. We are 
too much in tlie habit of looking at falsehood in its darkest 
associations, and through the color of its worst purposes. That 
indignation which we profess to feel at deceit absolute, is 
indeed only at deceit malicious. We resent calumny, hypocrisy 
and treachery, because they harm us, not because they arc 
untrue. Take the detraction and the mischief from the un- 
truth, and we are little offended by it ; turn it into praise, and 
we may be jileased with it. And yet it is not calumny nor 
treachery that does the largest sum of mischief in the world; 
they are continually crushed, and are felt only in being con- 
quered. But it is the glistening and suftly spoken lie ; the 
amiable fallacy ; the patriotic He of the historian, the provident 
lie of the politician, the zealous lie of the partizan, the merci- 
ful lie of the friend, and the careless lie of each man to him- 
self, that cast that black mystery over humanity, through 
which any man who pierces, we thank as we would thank one 
who dug a well in a desert ; happy in that the thirst for 
truth still remains with us, even when we have wilfully left 
the fountains of it. 

It would be well if moralists less frequently confused the 
gi'catncss of a sin with its nnpardonablcncss. The two charac- 
tei-s arc altogether distinct. The greatness of a fault depends 
partly on the nature of the person against whom it is com- 
mitted, partly upon the extent of its consequences. Its pardon- 
ahleiicss depends, humanly speaking, on the dcgi'ee of temptiv- 
tion to it. One class of circumstances determines the weight 
of the attaching jjunislimeiit ; the other, the claim to re- 
niis-sion of punisliment ; and since it is not easy for men 
to estimate the relative weight, nor possible for them to know 
the relative consequences, of crime, it is usually wise in them 
to (juit the care of such nice measurements, and to look to the 
other and clearer condition of culpability; esteeming those 
faults worst which are committed under least temptation. I 
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do not mean to diminisli the hlaine of the injurious and 
malicious sin, of the selfish and deliberate falsity ; yet it heeiiis 
to me, that the shortest way to check the darker forms ol 
deceit is to setwatcli more scrupulous against those whiidi have 
mingled, unregarded and unchastised, witli the current of our 
life. Do not let us lie at all. Do not think of one falsity as 
harmless, and another Jis slight, and anotlier us nnintemled. 
Cast them all aside: they may be liglit and accidental; Init 
they are an ugly soot from the smoke <»f tlie pit, fer ' 11 that ; 


and it is better that our hearts should l)e swept clean of them, 
without over care as to wliich is largest or blackest. Speaking 
truth is like writing fair, and comes only by j>ractiee ; it is le>s 
a matter of will tlnui of habit, and I doubt if any occasion can 
be trivial wliich permits tlie practice and formation of such a 
habit, lo speak and act truth with constancy and jirecisioii is 
nearly as difficult, and perhaps as mcritoriou.s, as to speak it 
nndcr intimidation or penalty ; and it is a strange thought how 
many men there are, as I trust, who would hold to it at the 
cost of fortune or life, for one wlio would hold to it at tlie cost 
of a little daily trouble. And seeing that of all .sin there is, 
perhaps, no one more flatly oiipositc to the Ahniglity, no one 
more “ wanting the good of virtue and of being,'’ than thi.s of 

lying, it is surely a strange insolence to fall into the foulness 

of It on light or on no temptation, and surely bocomin- an 
lionorable man to resolve that, whatever scmhlances or fallacies 
the necessary coui-se of his life may compel him to bear or to 
beheve, none shall disturb tlie serenity of Ills voluntary actions 
nor diminish the reality of Ids chosen delights. 

II. If tl.is be just uiKl wise for truth's" sake, inucli more is 
Jt necessary for tl.e s=.ke of tl.e deligl.ts over which sl.e l,,a.s in- 
uencc. For, as I advocated tlio expression of the Spirit of 
Sacrifice in tlie acts and pleasures of men, not as if thcrchy 

of religion, h.it hoeaiise 

Xs^“t ^ iofi-otelv oniiohled tlieni- 

Ihe llrt 7 Truth edear in 

truthful ” 7 f liandicraftsmcn, not as if the 

truthful practice of handicrafts could far advance the cause of 
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truth, but because I would fain sec the handicrafts themselves 
ur^ed by the s])urs of chivalry : and it is, indeed, marvellous to 
see what power and universality there is in tliis single princi- 
ple, and how in the consulting or forgetting of it lies half the 
dignity or decline of every art and act of man. I liave before 
endeavored to show its range and power in painting; and I 
believe a volume, instead of a chapter, might be written on its 
authority over all that is great in architecture. But I must be 
content with the force of instances few and familiar, believing 
that the occasions of its manifestation may be more easily dis- 
covered by a desire to be true, than embraced by an analysis 
of truth. 

Only it is very nccessarj' in the outset to mark clearly 
wherein consists the essence of fallacy as distinguished from 


supposition. 

III. For it might he at first thought that the whole king- 
dom of imagination was one of deception also. Not so : the 
action of the imagination is a voluntary summoning of the 
concej)tions of things absent or impossible ; and the pleasure 
and nobility of the imagination partly consist in its knowledge 
and contenujlation of them as such, i.c. in the knowledge of 
their actual absence or impossibility at the moment of their 
aj)parent presence or reality. AVhen tlie imagination deceives 
it becomes madnes.s. It is a noble faculty so long as it con- 


fes.ses its own idealitv ; when it ceases to confess this, it is 


insanity. All the dillerciice lies in the fact of the confession, 
in there being no deccj>tion. It is necessary to our rank as 
epiritual creatures, that wc sliould be able to invent and to 
behold what is not; and to our rank as moral creatures, that 


we should know and confess at the same 


time that it is not. 


IV. Again, it might be thought, and lias been thought, that 
the whole art of ]>aititing is nothing else than an endeavor to 
deceive. Isf»t so: it is, on the contrary, a statement of certain 


facts, in the clearest possible way. For instance: I desire to 
give an account of a mountain or of a rock; I begin by telling 
its shape. But words will not do this distinctly, and I draw its 
shape, and say, “ This was its shape.” Xe.vt : I would fain 
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represent its color ; but words will not do tliis either, and I 
dye the paper, and sa^', “ Tliis was its color.” Sucli a process 
may be carried on until the scene appears to cxi.st, and a hij^h 
pleasure may be taken in its apparent existence. Tliis is a 
communicated act of imagination, but no lie. Tlie lie can con- 
sist only in an a'^sertioii of its existence (which is never for one 
instant made, implied, or believed), or else in false statements 
of forms and colors (which are, indeed, made and l)elicv(*d to 
our great loss, continually). And observe, also, that so de- 


grading a thing is ticception in even the a)>proach and appear- 
ance of it, that all painting which even reaches the mark of ap- 
parent realization, is degraded in so doing. I have enough 
insisted on this point in another place. 

V. The violations of truth, which dislunior poetry and 
painting, arc thus for the most part confined to the treatment 
of their subjects. But in architecture another and a less subtle, 
more contemptible, violation of truth is iiossible; a direct 
falsity of assertion respecting the nature of material, or the 


quantity of labor. And this is, in the full sense of the word, 
wrong; it is as truly deserving of reprobation as any other 
moral delinquency ; it is unworthy alike of architects'aiid of 
nations; and it has been a sign, wherever it has widely and 
with toleration existed, of a singular dehasement of the arts; 
that it is not a sign of worse than this, of a general want of 
severe probity, can be accounted for only by our knowledge of 
the strange separation which has for some centuries existed 

between the arts and all other subjects of human intellect as 

matters of conscience. This withdrawal of conscicntiuusncss 
from among the faculties concerned with art, while it has 
dcstrojed tl.e arts tliemsclves, ]ms also rendered in a n.oasnre 
nn^tory the evidence tvhicl. otl.erwiso tlicy nii!;lit have pre- 

whom they have been cultivated ; otlicim-ise, it nii-dit appear 
more than strange tliat a nation so distinguished for'its Jneml 
upnghtness and faith as the English, shonld admit if ^het 

any othe:of Ihrorif ^'inf 
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They are admitted in thonghtlcssness, but with fatal effect 
upon tlie art in which they arc practised. If there were no 
other causes for the failures wliich of late have marked eveiy 
great occiision for architectuml exertion, these petty dishones- 
ties would be enough to account for all. It is the fii*st step 
and not the least, towards greatness to do away' with these; the 
fii'st, because so evidently and easily in our power. AVe may 
not be able to command good, or beautiful, or inventive 
architecture; but we can command an honest architecture: the 
meagreness of poverty may be pardoned, the sternness of utility 
respected ; but what is there but scorn for the meanness of 
deception ? 

YI. Architectural Deceits are broadly to be considered 
under three heads : — 

1st. The suggestion of a mode of structure or support, 
other than the true one ; as in pendants of late Gothic 
roofs. 

2d. Tlie painting of sm-faces to represent some other 
material than that of which tlicy actually consist (as in the 
marbling of wood), or the deceptive representation of sculj>- 
tured ornament upon them. 

3d. The use of CJist or machine-made ornaments of any 
kind. 

Now, it may be broadly stated, that architecture will be 
noble exactly in the degree in which all these false expedients 
are avoided. Nevertheless, there are certain degrees of them, 
which, owing to their frec|uent usage, or to other causes, have 
so far lost the nature of deceit as to be admissible ; as, for 
instance, gilding, whicli is in architecture no deceit, because it 
is therein not undei*stood for gold ; while in jewellery it is a 
deceit, because it is so understood, and therefore altogether to 
be reprehended, that there arise, in the application of the 
strict rules of right, many exceptions and niceties of con- 
science ; which let ns as briefly as possible ex.amine. 

A"II. 1st. Structural Deceits. I have limited these to the 
determined and purposed suggestion of a mode of support 
other than the true one. Tlie architect is woihmnd to cxliibit 
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stmeture ; nor are m'c to complain of him for conccaliiiij it, 
any more than we should regret that the outer surfaces of tlu; 
human frame conceal much of its anatomy ; neverthele.'-s, that 

building will generally be the noblest, which to an intelligent 

eye diseovei*s the great secrets of its structure, as an animal 
form docs, although from a careless observer they may be con- 
cealed. In the vaulting of a (Tothic roof it is no det'cit to throw 
the strength into the ribs of it, and make the interme<liate 
vault a mere shell. Such a structure would be ])resumed by 
an intelligent observer, the first time he saw such a roof ; and 
the beauty of its traceries M'onld be enhanced to him if they 
confessed and followed the lines of its main strength. If, how- 
ever, the intermediate shell were made of wood instead of 
stone, and whitewashed to look like the rest, — this wouhl, of 
coui*se, be direct deceit, and altogether unpardonable. 

There is, however, a certain deception necessarily occurring 
in Gothic architecture, which relates, not to the points, but to 
the manner, of support. The resemblance in its shafts and 
ribs to the external relations of stems and branches, which has 


been the ground of so much foolish speculation, necessarily 
induces in the mind of the spectator a sense or belief of a cor- 
respondent internal structure ; that is to say, of a fibrous and 
continuous strength from the root into the limbs, and an elasticity 
communicated upwartls, sufticicnt for the support of the ra- 
mified portions. The idea of the real conditions, of a great 
weight of ceiling thrown upon certain narrow, jointed lines, 
which have a tendency partly to he crushed, and partly to 
separate and he pushed outwards, is with dilKculty received ; 
and tlie more so when the pillars would be, if unassisted, too 
slight for tlie ’weight, and are supported by external flying 
buttresses, as in the apse of Beauvais, and other such achieve- 
ments of the bolder Gotliic. Now, there is a nice cpiestion of 
conscience in this, which wc shall hardl}" settle but bv consider- 
ing that, when the mind is informed beyond the possibility of 
mistake as to the true nature of things, the affecting it with a 
contrary impression, however distinct, is no dislionesty, but on 
the contrary, a legitimate appeal to the imagination. For 
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instance, the greater part of the happiness which we have in 
contemplating clouds, results from the impression of their 
having massive, luminous, warm, and mountain-like surfaces ; 
and our deliglit in the sky frequently depends upon our con- 
sidering it as a blue vault. But we know the contrary, in both 
instances ; we know the cloud to be a damp fog, or a drift of 
snow flakes ; and the sky to be a lightless abyss. There is, 
therefore, no dishonesty, while there is much delight, in the 
irresistibly contrary impression. In tlie same way, so long as 
we see the stones and joints, and are not deceived as to the 
points of support in any piece of architecture, we may rather 
praise tlian regret the dextrous artiflees wliich compel us to 
feel as if tliere were fibre in its shafts and life in its ])ranche8. 
Nor is even the concealment of the support of the external 
buttress reprehensible, so long as the pillars are not sensibly 
inadequate to their duty. For the weight of a roof is a cir- 
cumstance of wliich the spectator generally has no idea, and 
the provisions for it, consequently, circumstances whose neces- 
sity or adaptation he could not understand. It is no deceit, 
tlierefore, when the weight to be borne is necessarily unknown, 
to conceal also the means of bearing it, leaving only to be pei'- 
ceived so much of the support as is indeed adequate to the 
weight supposed. For the shafts do, indeed, bear as much as 
they are ever imagined to bear, and the system of added sup- 
port is no more, as a matter of conscience, to be exhibited, than, 
in the human or any other fonn, mechanical provisions for 
tliosG functions which are themselves unperceived. 

But the moment that the conditions of weight arc compre- 
herded, both truth and feeling require that the conditions of 
support should be also comprehended. Kothing can be worse, 
either as judged by the taste or the conscience, than affectedly 
inadequate supports — suspensions in air, and other such tricks 
and vanities. Mr. Hope wisely reprehends, for this reason, the 
arrangement of the main piers of St. Sophia at Constantinople. 
King’s College Cliapel, Cambridge, is a piece of architectural 
juggling, if possil)lo still more to be condemned, because less 
sublime. 
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YIII. With deceptive concealments of stmctiirc arc to he 
classed, though still more blamcahle, deceptive assumptions of 
it — the introduction of members which should have, or profess 
to have, a duty, and have none. One of the most general in- 
stances of this will be found in the form of the Hying buttress 
in late Gothic. The use of that member is, of course, to con- 
vey support from one pier to another when the plan of the 
building rendei'S it necessary or desirable that the su])porting 
masses should be divided into groups, the most frequent neces- 
sity of this kind arising from the intermediate range of chajiels 
or aisles between the nave or choir walls and their supjmrting 
piers. The natural, healthy, and beautiful arrangement is tliat 
of a steeply sloping bar of stone, sustained by an arch with its 
spandril carried farthest down on the lowest side, and dying 
into the vertical of the outer pier; that pier being, of course, 
not square, but rather a piece of wall .set at right angles to the 
supported walls, and, if need be, crowned by a jiinnacleto give 
it greater weight. The whole arrangement is exquisitely cai*' 
l ied out in the choir of Beauvais. In later Gothic the pinnacle 
became gradually a decorative member, and was used in all 
places merely for the sake of its beauty. There is no objection 
to this; it is just as lawful to build a pinnacle for its bcautv no 
a touer; but also the buttress became a decorative member; 
and was used, first, where it was not wanted, and, secondly, in 
fonus in whicli it could be of no use, becoming a mere tie, not 
between tlie pier and wall, but between the wall and the top 
of the decorative pinnacle, thus attaching itself to the very 
point where its thrust, if it made any, could not he resisted. 
The most flagrant instance of this barbarism that I remember 
(though it prevails partially in all the spires of the hTcther- 
lands), is the lantern of St. Oiien at Rouen, where the pierced 
birttress, having an ogee curve, looks about as much calculated 
to bear a thrust as a s^vitch of willow ; and the pinnacles, huge 
and richly decorated, liave evidently no work to do whatsoever 
but stand round the central tower, like four idle servants, as 
they are— lieraldic supporters, that central tower being merely 
a hollow croum, which needs no more buttressing than a 
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basket does. In fact, I do not know anything more strange or 
unwise tl\an the praise lavished upon this lantern ; it is one of 
the basest pieces of Gothic in Europe ; its Haniboyant traceries 
of the last and most degraded forms and its entire plan and 
decoration resembling, and deserving little more credit than, 
the burnt sugar ornaments of elaborate confectionery. There 
are hardly any of the magnificent and serene constructions of 
the early Gothic which have not, in the course of time, been 
gradually thinned and pared awaj’ into these skeletons, which 
sometimes indeed, when their lines tnily follow the structure 
of the original masses, have an interest like that of the fibrous 
framework of leaves from which the substance has been dis« 
solved, but which are usually distorted as well as emaciated, and 
remain but the sickly phantoms and mockeries of things that 
wei'C : thev are to true architecture what the Greek ghost was 
to the armed and living frame; and tlie very winds that whiS' 
tie through the threads of them, arc to the diapasoned echoes 
of the ancient walls, as to the voice of the man was the pining 
of the spectre.® 

IX. Perhaps the most fniitf\il source of these kinds of cor« 
ruption wliich we have to guard against in recent times, is one 
which, nevertheless, comes in a “ questionable shape,” and of 
which it is not easy to determine the proper laws and limits; 
I mean tlie use of iron. The definition of the aif of architec- 
ture, given in the first chapter, is independent of its materials . 
nevertheless, that art having been, up to the beginning of tlie 
present centuiT, practised for the most part in clay, stone, or 
wood, it has resulted that tlie sense of proportion and the laws 
of structure have been based, the one altogether, the other in 
great part, on the necessities consequent on the employment 
of those materials; and that the entire or principal employ- 
ment of metallic framework would, therefore, he generally felt 
as a departure from the first principles of tlie art. Abstract- 
edlv there appears no rciuson wliy iron should not be used as 
wcil as wood; and the time is probably near wlicn a new sys- 
tem of arcliitectiiral laws will be developed, adapted entirely 
to metallic construction. But I believe that the tendency of 
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all present sympathy and association is to limit tlie idea of 
areliitectnre to non-mctallic work ; and that not without reason. 
For architecture beinp; in its perfection tlic earliest, as in its 
elements it is necessarily the iirst, of arts, will alwa^s precede, 
in any barbarous nation, the possession of the science neei’.''saiy 
either for the obtaining or the management of iron. Its first 
existence and its earliest laws must, tlierefore, deiiend upon the 
use of materials accessible in ([uantity, and on tbc surface of 
the earth ; that is to say, clay, wood, or stone : and as I think 
it cannot but be generally felt that one of the chief dignities of 
architecture is its historical use ; and since tlie latter is partly 
dependent on consistency of style, it will be felt right to retain 
as far as may be, even in periods of more advanced science, the 
materials and principles of earlier ages. 

X. But whether this be granted me or not, the fact is, that 
every idea resjiecting size, ])roportion, <lccoration, or construc- 
tion, on which we are at present in the habit of acting or judg- 
ing, depends on presupposition of sucli materials: and as I 
both feel myself unable to csca])C the influence of these preju- 
dices, and believe that my rcadei's will he ecpially so, it may he 
perhaps permitted to me to assume that true architecture does 
not admit iron as a constructive material,’ and that such works 
as the cast-iron central spire of Rouen Cathedral, or the iron 
roofs and pillai-s of our railway stations, and of some of oui- 
churches, arc not architecture at all. Yet it is evident that 
metals niaj’, and sometimes imisf, enter into the construction to 
a certain extent, as nails in wooden architecture, and thcrefoj*e 


as legitimately rivets and soldcrings in stone ; neither can we 
well deny to the Gothic architect the power of suppt>rting 
statues, pinnacles, or traceries by iron bars; and if we grant 
this, I do not see how we can help allowing Brunelleschi his 
iron chain around the dome of Florence, or the hiiildei*s of Sa- 
lisbury their elaborate iron binding of the central tower.® If, 
however, we would not fall into the old sophistry of the grains 
of corn and the lieap, we must find a rule which may enable 
us to stop somewhere. This rule is, I think, tliat metals may 
he used as a esment but not as a svjyport. For as cements of 
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otlier kinds are often so strong that the stones may easier be 
broken than separated, and tlie wall becomes a solid mass with- 
out for that reason losing tlie character of architecture, there is 
no rovison why, when a nation has obtained the knowledge and 
practice of iron work, metal rods or rivets should not be used in 
the place of cement, and establish the same or a greater strength 
and adlierence, without in any wise inducing departure from 
the types and system of architecture before established ; nor 
does it make any difference except as to sightliness, whether 
the metal bands or rods so employed, be in the body of the 
wall or on its exterior, or set as stays and cross-bands ; so 
only that the use of tliem be always and distinctly one wl»ich 
might be supei'sedcd by mere strengtli of cement; as for in- 
stance if a pinnacle or mullion be j)roppcd or tied by an iron 
band, it is evident that the iron only prevents the separation of 
tlie stones by lateral force, which tlie cement would liavc done, 
had it been strong enough. But the moment that the iron in 
the least degree takes the place of the stone, and acts by its re- 
sistance to ci ushing, and bears superincumbent weight, or if it 
acts by its own weight as a counterpoise, and so supersedes the 
use of pinnacles or buttresses in resisting a lateral thrust, or if, 
in tlic form of a rod or girder, it is used to do what wooden 
beams would have done as well, that instant the building 
ceases, so far as such applications of metal extend, to be true 
architecture. 

XI. The limit, liowever, thus determined, is an ultimate 
one, and it is well in all things to be cautious how we approach 
the utmost limit of lawfulness; so that, although the employ- 
ment of metal within this limit cannot be considered as de- 
stroying the very being and nature of architecture, it will, if cx- 
travag.mt and frequent, derogate from the dignity of the work, 
as well as (which is especially to our present point) from its 
honesty. For although the spectator is not informed as to the 
quantity or strength of the cement employed, he will generally 
conceive tlie stones of tlie building to be separable ; and his es- 
timate of the skill of the architect will be based in a great 
measure on his supposition of this condition, and of the diffi- 
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culties attendant upon it : so tliat it is always more lionorable, 
and it lias a tendeney to I'ender the style of areliitcetiire hoth 
more masculine and inoi'e scientitic, to employ stone and mor- 
tar simply as such, and to do as much as possible with the 
weight of the one and the strength of tlie other, and rather 
sometimes to forego a grace, or to confess a weakness, than at- 
tain the one, or conceal the other, hy means verging upon dis- 
honesty. 

Nevertheless, where the design is of such deliea(ty and 
slightness as, in some parts of very fair and finisheil e<lilices, it 
is desirable that it should be; and where hoth its completion 
and security are in a measure dependent on the use of nu'tal, 
let not such use be rojirehcnded ; so only that as inuch is done 
as maybe, by good mortar and good masonry ; and no slovenly 
workmanship admitted through confidence in the iron helps ; 
for it is in this license as in that of wdne, a man may use it for 
his infirmities, but not for his nourishment. 

XII. And, in order to avoid an over use of this liberty, it 


would be well to consider what application may be conveniently 
made of the dovetailing and various adjusting of stones ; for 
when any artifice is necessary to help the mortar, certainly this 
ought to come before the use. of metal, for it is both safer and 
more honest. I cannot see that any objection can be made to 
the fitting of the stones in any shapes the architect pleases : for 
although it would not be desirable to see buildings put together 
like Chinese puzzles, there must always be a check upon sncli 
an abuse of the practice in its difficulty ; nor is it necessary 
that it should be always exhibited, so that it ])c undci-stood by 
the spectator as an admitted help, and tliat no principal stones 
are introduced in positions apparently impossible for them to 
retain, although a riddle here and there, in unimportant fea- 
tures, may sometimes serve to draw the eye to the masonry, 
and make it interesting, as well as to give a delightful sense of 
a kind of necromantic power in the architect. There is a 
pretty one in the lintel of the lateral door of the cathedral of 
Prato (Plate ly. fig. 4.); where tlie maintenance of the visibly 
separate stones, alternate marble and serpentine, cannot be 



40 


THE LAMP OF TUUTH. 


understood until their cross-cutting is seen below. Each block 
is, of course, of the form given in tig. 5. 

XIII. Lastly, before leaving the subject of stnictural de- 
ceits, I would remind the architect who thinks that I am un 
necessarily and narrowly limiting his resources or lus art, that 
the highest greatness and the highest wisdom are 8ho^vn, the 
first by a noble submission to, the second by a thoughtful 
jirovidence for, certain voluntarily admitted restraints. No- 
thing is more evident than this, in that supreme government 
which is the example, as it is the centre, of all others. The 
Divine Wisdom is, and can he, shown to us only in its meeting 
and contending with the difficulties which are voluntarily, and 
foj' ihc salce of that contest, by the Divine Omnipo- 

tence : and the.se difficulties, observe, occur in the form of 
natural laws or ordinances, which might, at many times and in 
countless ways, be infringed with apparent advantage, but 
which are never infringed, wliatever costly arrangements or 
adaiitations their ob.servance may necessitate for the accom- 
plishment of given purposes. The example most apposite to 
our present subject i.s the stnieture of the bones of animals. 
No reason can be given, I believe, why the S 3 ’stem of the 
higher animals should not have been made capable, as that of 
the Infusoria is, of secreting flint, instead of pho.«phate of 
lime, or more naturally still, carbon ; so framing the bones of 
adamant at once. The elephant or rhinoceros, liad the earthy 
part of their bones been made of diamond, might have been 
as agile and light as grasshoppci's, and other animals might 
liave been framed far more magnificently colossal than any 
that walk the earth. In other worlds wc may, perhaps, see 
such creations; a creation for every clement, and elements in- 
finite. But the architecture of animals here, is appointed by 
God to be a marble {u-chitccture, not a flint nor adamant archi- 
tecture ; and all manner of c.xpedients are ado])ted to attain 
the utmost degree of strength and size possible under that 
great limitation. The jaw of the ichthyosjuinis is pieced and 
riveted, the leg of the megatherium is a foot thick, and the 
licad of the m^'odon has a double skull ; we, in our wisdom, 
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should, doubtless, have given the lizard a steel jaw, and the 
inyodoii a cast-iron headpiece, and forgotten the great princi- 
ple to which all creation bears witness, that order ami systeuj 
are nobler things than power. But Go<l shows ns in lliiiiself, 
strang^as it nni}' seem, not only authoritative ])e)'lecfion, but 
even the perfection of (Obedience — an oljcdience t'> 11 is own 
laws: and in the enmbrous movement of those nnwiehliest of 
His creatures we arc reminded, even in His divine essence, of 
that attribute of uprightness in tlie human creature "that 
swearcth to his own hurt and changeth not.*’ 

XIV. 2 d. Surface Deceits. Tliesc inav bcgenerallv delined 
Jis the inducing the supposition of some form or material which 
does not actually exist ; as commonly in the painting of w(«m 1 
to represent marble, or in tlic painting of ornaments in <leccp- 
tivc relief, &c. But we must be careful to observe, that the 


evil of them consists always in delinitely attempted 

and that it is a matter of some nicety to mark the point where 

deception begins or ends. 

Thus, for instance, the roof of Milan Cathedral i.s seemingly 
covered with elaborate fan tracery, forcibly cnongli painted to 
enable it, in its dark and removed position, to decxnvc a careless 
observer. This is, of €0111*50, gross degradation ; it destroys 
much of the dignity even of the rest of the building, and is in 
the very strongest terms to be reprehended. 

The roof of the Sistinc Chapel has much arcbitectnnd do- 


sign in grissaille mingled with the figures of its frescoes ; and 
the effect is increase of dignity. 

In v/hat lies the distinctive character? 


Ill two points, principally :—Fii-st. That the architecture is 

so closely associated with the figures, and has so gi-aiul fellow. 

ship with them in its forms and cast shadows, that both are at 

once felt to be of a piece; and as the figures must necessarily 

be painted, the architecture is known to be so too. There is 
thus no deception. 


Second. That so great a painter as ilichnel Angelo would 
always stop short in such minor parts of his design, of the 
degree of vulgar force which would be necessary to induce the 
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supposition of their reality ; and, strangely as it may sound, 
would never paint badly enough to deceive. 

But though right and wrong are thus found broadly opposed 
in works severally so mean and so mighty as the roof of Milan 
and that of the Sistine, there arc works neither so gieaUnor so 
mean, in which the limits of right ure vaguely defined, and will 
need some care to detennine; care only, however, to apply 
accurately the broad principle with which we set out, that no 
form nor material is to be deceptively represented. 

XV. Evidently, then, painting, confessedly such, is no de- 
ception : it does not assert any material whatever. AVhether it 
be on wood or on stone, or, as will naturally be supposed, on 
plaster, does not matter. 'Whatever the material, good painting 
makes it more precious ; nor can it ever be said to deceive re- 
specting the ground of which it gives us no information. To 
cover brick with plaster, and tliis jdaster with fresco, is, tliere- 
foi'C, perfectly legitimate ; and as desirable a mode of decoration 
as it is constant in the great periods. ‘Verona and '\ enice are 
now seen deprived of more tlian half their former splendor; 
it depended far more on their frescoes than their marbles. The 
plaster, in this case, is to be considered as the gesso ground on 
panel or canvas. But to cover brick with cement, and to divide 
this cement with joints that it may look like stone, is to tell a 
falsehood ; and is just as contemptible a procedure as the other 

is noble. 

It being lawful to paint then, is it lawful to paint every- 
thing \ So long as the painting is confessed— yes ; but if, even 
in the slightest degree, the sense of it be lost, and the thing 
liaintcd be supposed real— no. Let us take a few instances. 
In the Campo Santo at Pisa, each fresco is surrounded with a 
border comiiosed of flat colored patterns of great elegance— no 
part of it in attempted relief. The certainty of Hat surface 
being thus secured, the figures, though the size of life, do not 
deceive, and the artist tliciiceforward is at liberty to put forth 
his whole power, and to lead us through fields and groves, and 
depths of ])leasant landscape, and to soothe us with the sweet 
clearness of far off sky, and yet never lose the severity of lus 
priuial purpose of architectural decoration. 



fHE LAMP OF TKI TH. 


43 


In the Camera di Corre^^lo of San Lodovico at Parma, the 
trellises of vine shadow the walls, as if with an actual arhor ; 
and the troops of children, peepinj^ tliron^h tlie oval openint^H, 
luscious in color and faint in light, may well he expected every 
instant to break through, oi' hide heliind tlie covert, l lu; 
gi-ace of their attitudes, and the evident greatness of tlie wlioh* 
work, mark that it is painting, and barely redeem it from the 
charge of falsehood ; but even so saved, it is utterly nnworthy 
to take a jdacc among noble or legitimate architectural decora- 
tion. 

In the cupola of the duomo of Jhirma the same painl(*r 

lias represented the Assumption wiili so much <leccptivo power, 

that he has made a dome of some tliirty feet diameter look like 

a cloud-wrapt opening in the seventh heaven, crowded witli a 

rushing sea of angels. Is this wrong? Ish)t so: for tlie suh- 

jeet at once precludes the possibility of deception. AV^e iniglit 

have taken the vines for a veritable ])ergo<Ia, and the children 

for its haunting ragazzi ; hut we know the stayed clouds and 

moveless angels must be man’s work; let him put Ins utmost 

strength to it and welcome, he can cneliaut ns, hut eannot 
betray. 


AVc ma}' thus apply the nile to tlie highest, as well as fiio 
art of daily occurrence, always remembering tliat more is to he 
forgiven to tlie great painter than to the mere decorative work- 
man ; and this especially, because tlie former, even in deccii- 
tivc portions, will not trick us so grossly ; as we have just seen 
m Correggio, where a woi-se painter would have made the tliimr 
look hke life at once. Tliere is, however, in room, villa, or 
den decoration, some fitting admission of trickeries of tiiis 
cind, as of pictured landscapes at the extremities of alleys and 
arcades, and filings like skies, or painted ariti, prolongations 
upwards of the architecture of the walls, which thiinrs l,avc 
sometimes a certain luxury and pleasureableness in placets meant 

foryieness, and are innocent enough as long as they are re- 
garded as mere toys. 

QueSIn 'i representation of material, tlie 

all such imitations are utterly base and inadmissihle. It 1 
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melanclioly to tliiiik of tlie time and expense lost in marbling 
the shop fronts of London alone, and of the waste of our re- 
sources in absolute vanities, in tilings about which no mortal 
cares, by which no eye is ever arrested, unless painfully, and 
whicli do not add one whit to comfort, or cleanliness, or even 
to that great object of commercial art — conspicuonsness. But 
in architecture of a higher rank, how much more is it to be 
condemned ? I have made it a rule in the present work not 
to blame spccitically ; but I may, perhaps, be permitted, while 
I express my sincere admiration of the very noble entrance and 
general architecture of the British Museum, to express also my 
regret that tlic noble granite foundation of the staircase should 
be mocked at its landing by an imitation, the more blameablc 
because tolerably successful. Tiie only ctfect of it is to cast a 
suspicion upon the tnie stones below, and upon every bit of gran- 
ite afterwards encountered. One feels a doubt, after it, of the 
honesty of Memnonliimself. But even this, however derogatory 
to the noble architecture around it, is less painful than the want 
of feeling M’ith which, in our cheap modern churches, we suffer 
the wall decorator to erect about the altar framewrirks and 
pediments daubed with mottled color, and to dye in the same 
fashions such skeletons or caricatures of columns as may emerge 
above the pews : this is not merely bad taste ; it is no unim- 
portant or excusable error which brings even tliese shadows of 
vanity and falsehood into tlic house of j)rayer. The first con- 
dition wliich just feeling requires in church furniture is, that 
it should be simple and unalfected, not fictitious nor tawdry. 
It may be in our power to make it beautiful, but let it at least 
be pure; and if we cannot ]>ermit much to the architect, 
do not let us permit anything to the upholsterer; if we keep 
to solid stone and solid wood, whitewashed, if we like, for 
cleanliness’ sake (for whitewash has so often hcen used as the 
dress of iiohle thinjrs that it luis thence received a kind of 
nobility itself), it must be a bad design indeed, which is grossly 
offensive. I recollect no instance t)f a want of sacred character, 
or of any marked and painful ugliness, iu the simplest or the 
iriost awkwardly built vilhigc church, where stone aTul wood 
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were ronghly and niikedly used, and the windows latticed with 
white glass. But the sniootlily stuccoed walls, tlic ilat rn..fs 
with ventilator ornaments, tlie barred windows with jaundiced 
borders and dead ground sciuare panes, the gilded or hron/.c<l 
Wood, the painted iron, the wretched upholstery of curtairus 
and cushions, and pew heads and altar railings, and Bir- 
mingham metal candlestick.^;, and, above all, the green and 
yellow sickness of the false marble— disguises all, observe ; 
falsehoods all— who are they wlio like these things f wlm 
defend them? who do tliem i I liave never spoken to any one 
who (//(i like them, tlioughto many wh«» thought them matters 
of no consc^picnce. l^erhaps not to I’ciigion (though f {'anuot 
hut believe that there are many to whom, as to myself, such 
things are serious obstacles to the repose of mind and tt‘ni]ier 
which should precede devotional exercises) ; but to the general 
tone of our judgment and feeling — yes; for assuredly wo sliall 
regard, with tolerance, if not with alTection, whatever forms of 
material things we have been in tbe habit of as.sociating with 
our worship, and be little prepared to detect or bhiitio 
hypocrisy, meanness, and disguise in other kinds of decoration 
when we snfEcr objects belonging to the mo.st solemn of all 
serviccsto be tricked o\»t in a fashion so lictitiousand uiiseemlv. 


XVII. Painting, however, is not tbe only mode in which 
material may be concealed, or rather simulated ; for merely to 
conceal is, as wo have seen, no wrong. AVhitcwash, for in- 
stance, though often (by no means alw.ays) to be regretted n.s a 

concealment, is not to be blamed as a falsitv. It shows 

« 

itself for what it is, and asserts notliiiig of what is beneatli 
it Gilding has become, from its fretjuent use, c«]ually 
innocent. It is understood for wbat it is, a iilm merelv 
and is, tberefore, allowable to any extent. I do not say 
expedient: it is one of the most abused means of mag- 
nificence we possess, and I much doubt whether any use 
we ever make of it, balances that loss of pleasure, which, from 
the frequent sight and perpetual suspicion of it, we suffer in 
the contemplation of anytlnng that is verily of gold. I think 
gold was meant to be seldom seen and to be admired as a ])rc- 
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cious thing; and I sometimes wish that tmth should so far 
litei-ally prevail as that all sliould be gold that glittered, or 
rather that nothing should glitter that was not gold. Kever- 
theless, nature herself does not dispense with such semblance, 
but uses light for it ; and I have too great a love for old and 
saintly art to j):irt with its burnished held, or i*adiant nimbus; 
only it should be used with respect, andtoexpress magnificence, 
or sacredness, and not in lavish vanity, or in sign painting. Of 
its expedience, however, any more than of that of color, it is 
not here the place to speak ; we are endeavoring to determine 
what is lawful, not udiat is desirable. Of other and le.ss 
common modes of disguising surface, as of powder of lapis 
lazuli, or mosaic imitations of colored stones, I need hardly 
speak. The rule will apply to all alike, that whatever is pre- 
tended, is wrong ; commonly enforced also by the exceeding 
ugliness and insufficient appearance of such methods, as lately 
in tlie style of renovation by which half the houses in Venice 
have been defaced, the brick covered first with stucco, and this 
painted with zigzag veins in imitation of alabaster. But there 
is one more form of architectural fiction, which is so constant 
in the great periods that it needs respectful judgment. I mean 
tlie facing of brick with precious stone. 

XVIII. It is well known, that what is meant by a church's 
being built of marble is, in nearly all cases, only that a veneer- 
ing of marble has been fastened on the rough brick wall, built 
with certain projections to receive it; and that what appear to 
be massy stones, are nothing more than external slabs. 

Xow, it is evident, that, in this case, the question of right 
is on the siune ground as in that of gilding. If it be clearly 
understood that a marble facing does not pretend or imply a 
marble wall, there is no harm in it ; and as it is also evident 
that, when very precious stones are used, as jaspei-s and serpen- 
tines, it must become, not only an extravagant and vain in- 
crease of expense, but sometimes an actual impossibility, to 
obtain mass of them enough to build with, there is no resource 
but this of A-eneering; nor is there anything to be alleged 
against it on the head of durability, such work having been by 
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experience found to hist as long, and in as perfect condition, as 
any kind of masonry. It is, therefore, to be considered as 
simply an art of mosaic on a large scale, the gnnind being 
of brick, or any other material ; and wlieii lovely stones are to 
be obtained, it is a manner wiiiclw should be tliorongidy under- 
stood, and often pi*actised. Nevertheless, as we esteem the 
shaft of a column more highly for its being of a single block, 
and as we do not regret the loss of substance and value winch 
there is in things of solid gold, silver, agate, or ivory; so 
I think that walls themselves may be regarded with a more 
just complacency if they are known to be all of noble sub- 
stance; and that rightly weigliing the demands of the two 
principles of which we have hitherto sj)oken — Sacriticc and 
Truth, we should sometimes rather spare external ornament 
than diminish the unseen value and consistenev of wliat we 
do ; and I believe that a better manner of design, and a more 
careful and studious, if less abundant decoration would follow, 
upon the consciousness of thoroughness in the substance. And, 
indeed, this is to be remembered, with respect to all the jioints 
we have examined; that while we have traced the limits of 
license, we have not fixed those of that high rectitude which 
refuses license. It is thus true that there is no falsity, and inueh 
beauty in the use of external color, and that it is lawful to 
paint either pictures or patterns on whatever surfaces may 
seem to need enricliment. But it is not less true, that such 
practieesare essentially unarchitcctural ; and while we cannot &iy 
that there is actual danger in an overuse of them, seeing tliat 
they have been alwayf< used most lavisldy in the times oFmost 
noble art, yet they divide the work into two parts and kinds 
one of less durability than the other, whieli dies awav from it 
m process of ages, and lc:ives it, unless it have noblo'qnalities 
of its own, naked and bare. That enduring noblesse I should, 
therefore, call truly arcliiteetural ; and it is not until this lias 
been secured that the accessory ])ower of painting mav be called 
m, for the delight of the immediate time ; nor this, as I think 
until every resource of a more stable kind has been exhausted! 
The true colors of architecture are those of natural stone, and 
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I would fain see these taken advantage of to the full. Every 
variety of hue, from pale yellow to purple, passing through 
omnge, red, and brown, is entirely at our command ; nearly 
every kind of green and gray is also attainable : and with 
these, and pure wlnte, what harmonies might we not achieve? 
Of stained and variegated sto!ie, the quantity is unlimited, the 
kinds innumerable ; where brighter colors arc required, let 
glass, and gold protected by glass, be used in mosaic — a kind of 
work as durable as the solid stone, and incapable of losing its 
lustre by time — and let the painter's work be i-escrvcd for tlie 
shadowed lofjgia and inner chamber. Tliis is the true and 
faithful way of building; where this cannot be, the device of 
external coloring may, indeed, be employed without dislionor; 
but it must be with the warning reflection, that a time will 
come when such aids must pass away, and wlien the building 
will be judged in its lifelcssness, dying the death of the 
dolphin. Jletter the less brigiit, more enduring fabric. The 
transj)arcnt alabasters of San Miniato, and the mosaics of St. 
!Mark’s, arc more warmly filled, and more brightly touched, by 
every return of morning and evening rays ; while the hues of 
our cathedrals have died like the iris out of the cloud ; and the 
tom])le5 whose azure and purple once flamed above the Grecian 
promontories, stand in their faded whiteness, like snows which 
the sunset lias left cold. 

XIX. The last form of fallacy which it will be remembered 
we liad to deprecate, was the substitution of cast or machine 
work for that of the hand, generally expressible as Operative 
Deceit. 

There arc two reasons, both weighty, against this practice ; 
one, that all cast and machine work is bad, as work ; the other, 
that it is dishonest. Of its badness, I shall speak in another 
jilace, that being evidently no eflicicnt reason against its use 
when other cannot be had. Its dishonesty, however, whieh, to 
my mind, is of tlic grossest kind, is, I think, a snfRcient reason 
to determine ahsolnte and unconditional rejection of it. 

Ornament, as I have often before observed, lias two entirely 
distinct sources of agrceableness : one, that of the abstract 
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beiinty of its forms, wliieli, for the jircscnt, we will suppose iu 
be the same whether they come from the liaTid or tlie iniichiiie ; 
tiie otlier, tlie sense of liuimm labor ami care spent upon it. 
How great this latter influence we may ])erliap.s judge, by 
considering that there is not a cluster of weeds growing in any 
cranny of ruin which has not a beauty in all respects wur/tf 
equal, and, in some, immeasurably superior, to that of the inosx/ 
elaborate sculpture of its stones: and that all our interest intln> 
c;irvcd work, our sense of its ri<'lincss, tbougli it is tci»fold h'f-s 
rich than the knots of grass beside it ; of its deli<-aey. tlioiigb 
it is a thousandfohl less delicate ; of its admirablencss, tliongh 
a iiiillionfold less admirable ; results from our con^(•iou^m■ss of 
its being the work of poor, clumsy, toilsome man. Its trm* 
delightfulness depends on our discovering in it the record <d 
thoughts, and intents, and trials, and heart-breakings — ot re- 
coveries and joyfulncsses of success : all this l>e traced by 
a practised eye.; but, granting it even obscure, it is ]>resu!ne»l 
or imdci-stood ; and in that is the worth of the thing, jhist as 
much as the worth of anything else we call ])reei»>us. The 
worth of a diamond is simply the undei-standing (tf the time it 
must take to look for it before it c^iu be cut. It has an intrin- 
sic value besides, wdiieh the diamond has not (for a diamond 


has no more real bcaiity than a piece of glass) ; b\it I do not 
speak of that at present ; I place the two on the s:unc ground ; 
and I suppose that liand-wronght ornament can no more be 
generally known from machine work, than a diamond can bo 


known from paste; nay, that the latter may deceive, fora 
moment, the msison's, as the other the jeweller's eye; and 
that it can be detected only hy the closest examination. Yet 
exactly us a woman of feeling wo\ild not wear false jewels, so 
would a builder of honor disdain false ornaments. The using 
of them is just as downright and inexcusable a lie. You use 
that which pretends to a worth which it has not; which pre- 
tends to have cost, and to he, what it did not, and is not; it is 
an imposition, a vulgarity, an impertinence, and a sin. Down 
with it to the ground, grind it to powder, leave its ragged 
place upon the wall, rather; you Iiavc not paid for it, you have 
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no business with it, you do not want it. Nobody wants oma- 
ments in this world, but everybody wants integrity. All the 
fair devices that ever were fancied, are not worth a lie. Leave 
your walls as bare as a planed board, or build them of baked 
mud and chopped straw, if need be; but do not rough-cast 
them with falsehood. 

This, then, being our general law, and I hold it for a more 
imperative one than any otlier I have asserted ; and this kind 
of dishonesty the meanest, as the least necessary; for omar 
ment is an extravagant and inessential thing; and, therefore, if 
fallacious, utterly base — this, Isay, being our general law, there 
are, nevertheless, certain exceptions respecting particular sub- 
stances and their uses. 

XX. Thus in the use of brick ; since that is known to be 
oj’iginally moulded, there is no reason why it should not be 
moulded into diverse forms. It will never be supposed to 
have been cut, and, therefore, will cause no deception; it will 
have only the credit it deserves. In flat countries, far from 
any quarry of stone, cast brick may be legitimately, and most 
successfully, used in decoration, and that elaborate, and even 
refined. The brick mouldings of the Palazzo Pepoli at 
Bologna, and those which run round the market-place of 
Vercelli, are among the richest in Italy. So also, tile and por- 
celain work, of which the former is grotesquely, but success- 
fully, employed in the domestic architecture of France, colored 
tiles being inseiied in the diamond spaces between the crossing 
timbei-s ; and the latter admirably in Tuscany, in external bas- 
reliefs, by the Robbia family, in which works, while we cannot 
but sometimes I’egret the useless and ill-ari*anged colors, we 
would by no means blame the employment of a material which, 
whatever its defects, excels eveiy other in permanence, and, 
perhaps, requires even greater skill in its management than 
marble. For it is not the material, but the absence of the 
human labor, which makes the thing worthless; and a piece of 
terra cotta, or of plaster of Paris, which has been wrought by 
human hand, is worth all the stone in Carrara, cut by machi* 
nery. It is, indeed, possible, and even usual, for men to sink 
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into machines themselves, so that even hand-work lias all the 
characters of mechanism; of the dillerence between livinj^ and 
dead hand-work I shall speak presently ; all that T ask at ]tre- 
sent is, what it is always in our power to secure — the confession 
of what we have done, and what we have given ; so that when 
we use stone at all, since all stone is naturally supposed to be 
carved by hand, we must not carve it by machinery; neither 
must we use any artificial stone cast into shape, nor any stucco 
ornaments of the color of stone, or which might in aiiywise be 
mistaken for it, as the stucco mouldings in the cortile of the 
Palazzo Vecehio at Florence, which cast a shame and suspiciem 
over every part of the building. Put for ductile and fusible 
materials, as clay, iron, and bronze, since these will usually i>e 
supposed to have heen cast or 8tamj)ed, it is at our jjk'asiire to 
employ them as we will; remembering that they become pre- 
cious, or otherwise, just in proportion to tlie hand-work upon 
them, or to tlio clearness of their reception of the liand-work 
of their mould. 

But I believe no cause to have been more active in the 
degradation of our natural feeling for beauty, than the constant 
use of cast iron ornaments. The common iron work of the 
middle ages was as simple as it was effective, composed of leaf- 
age cut flat out of sheet iron, and twisted at the workman’s 
will. Ko ornaments, on the contrary, are so cold, clumsy, and 
vulgar, so essentially incapable of a fine line, or shadow, as 
those of cast iron; and while, on the score of truth, wo can 
hardly allege anything against them, since they are always dis- 
tinguishable, at a glance, from wi'onght and liamniered work, 
and stand only for what they are, yet I feel very strongly that 
there is no hope of the progress of the arts of any nation v/hich 
indulges in these vulgar and cheap substitutes for real decora- 
tion. Their inefficiency and paltriness I shall endeavor to 
show more conclusively in another place, enforcing only, at 
present, the general conclusion that, if even honest ^or allow- 
able, they arc things in which we can never take just pride or 

p easure, and must never be employed in any place wherein 

they might either thomselves obtain the cretUt of being other 
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aycl better than they are, or be associated with the downright 
work to which it would be a disgrace to be found in their com- 
pan}'. 

Sucli are, I believe, the three principal kinds of fallacy by 
which architecture is liable to be corrupted; there are, how- 
ever, otlier and more subtle forms of it, against which it is less 
easy to guard by definite law, than by the watchfulness of a 
manly and unaffected spirit. For, as it has been above 
noticed, there arc certain kinds of deception which extend to 
impressions and ide;is only; of which some are, indeed, of a 
noble use, jus that above referred to, the arborescent look of lofty 
Gothic aisles ; but of which the most part have so much of 
legerdenijiin and trickery about them, that they will lower any 
style In which they considerably prevail; and they are likely 
to prevail when once they arc admitted, being apt to CJttch the 
fancy alike of uninventive architects jxnd fcelingless spectators; 
just as mean and shallow minds are, in other matters, delighted 
witli the sense of over-reaching, or tickled with the conceit of 
detecting the intention to over-rcjich ; and when subtleties of 
this kind are accompanied by the display of such dc.xtrous 
stone-cutting, or architectural sleight of hand, as may become, 
even by itself, a subject of admiration, it is a great chance if 
the pursuit of them do not gradually draw us away from all 
regal’d and care for the nobler character of the art, and end in 
its totJil paralysis or extinction. And against this there is no 
guarding, but by stern disdain of all display of dexterity and 
ingenious device, and by putting the whole force of our fancy 
into the arrangement of masses and fonns, caring no more how 
these masses and forms are uTOUght out, than a great painter 
cares which way his pencil sti-ikes. It would be easy to give 
many instances of the danger of these tricks and vanities; but 
I sluill confijic myself to the examination of one which has, as 
I tliink, been the cause of the fall of Gothic architecture 
throughout Europe. I mean the system of interseetional 
mouldings, which, on account of its great importance, and for 
the sake of the general reader, I may, perhaps, be pardoned for 
explaining elementarily. 
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XXL I mnst, in the first place, liowcver, reft-r to Profes- 
sor Willis’s account of the orif^inof tracery, irivcn in the sixth 
chapter of his Architecture of the Middle Ages; since the jmh- 
lication of which I have been not a little amazed to hear of 
any attempts made to resuscitate the inexcusably absurd theory 
of its derivation from imitated vegetable form — inexcusably, 1 
say, because the smallest accpiaintanee with early (xothic archi- 
tecture would have informed the supporters of that theory of 
the simple fact, that, exactly in proportion to the antitjuity of 
the work, the imitation of such organic forms is less, and in the 
earliest examples docs not exist at all. There cannot I)e the 
shadow of a cpiestion, in the mind of a person familiarised with 
any single series of consecutive exam})les, that tracery arose 
from the gradual enlargement of the penetrations of the shield 
of stone which, usually supported by a central pillar, o<‘eiipied 
the head of early windows. Professor Willis, perhaps, coniines 
his observations somewhat too absolutely to the double sul)- 
arch. I have given, in Plate VII. fig. 2, an interesting case 
of rude penetration of a high and simply trofoiled shield, from 
the church of the Ercmitani at Padua. But the more fi-equent 
and typical form is that of the double sub-aroh. dec*oi'ated witli 
various piercings of the space between it and tlie superior arch ; 
witli a simple trefoil under a round arch, in the Abhave aux 
Hommes, Caens (Plate III. fig. 1); with a very bcautifullv 
proportioned qiiatrefoil in the triforium of En, and that of the 
choir of Lisieiix; with quatrefoils, sixfoils, and septfoils. in the 
transept towers of Rouen (Plate III. fig. 2); with a trefoil 
awkwardly, and very small qiiatrefoil above, at Coutauces, 
(Plate in. fig. 3) ; then, with multiplications of the same fin-- 
ures, pointed or round, giving very clumsy shapes of the inte*r- 
mediate stone (fig. 4, from one of the nave chapels of Rouen, 
g. 5, from one of the nave chapels of Baycanx), and finally, 
y thinning out the stony ribs, reaching conditions like that of 

XXII. Now, it will be noticed that, during the whole of 
this process, the attention is kept fixed on the forms of the 
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penetrations, that is to say, of the lights as seen from the inte- 
rior, not of the intermediate stone. All the grace of the win-, 
dow is in the outline of its light; and I have drawn all these 
traceries as seen from within, in order to show the effect of the 
light thus treated, at first in far off and separate stars, and then 
gradually enlarging, approaching, until they come and stand 
over us, as it were, filling the whole space with their effulgence. 
And it is in this pause of the star, tliat we have the great, pure, 
and perfect form of French Gothic; it was at the instant when 
the nidcness of the intermediate space had been finally con- 
quered, when the light had expanded to its fullest, and yet had 
not lost its radiant unit}^ principality, and visible first causing 
of the whole, that we have the most exquisite feeling and most 
faultless judgments in the management alike of the tracery 
and decorations. I have given, in Plate X., an exquisite 
example of it, from a panel decoration of the buttresses of the 
north door of Rouen ; and in order that the reader may under- 
stand what truly fine Gothic work is, and how nobly it unites 
fantasy and law, as well as for our immediate purpose, it will 
be well that he should examine its sections and mouldings in 
detail (they are described in the fourth Chapter, § xxvii.), and 
that the more carefully, because this design belongs to a period 
in which the most important change took place in the spirit of 
Gothic architecture, whicli, perhaps, ever resulted from the 
natural progress of any art. That tracery marks a pause 
between the laying aside of one great ruling principle, and the 
taking up of another ; a pause as marked, as clear, as conspicu- 
ous to the distant view of after times, as to the distant glance 
of the ti*avellcr is the culminating ridge of the mountain chain 
over which he has passed. It was the great watershed of 
Gothic art. Before it, all had been ascent ; after it, all was 
decline; both, indeed, by winding paths and varied slopes; 
botli interrupted, like the gradual rise and fall of the passes of 
the Alps, by great mountain outliers, isolated or branching from 
the central chain, and by retrograde or parallel directions of 
the valleys of access. But the track of the human mind is 


THE LAMP OF TRUTH. 


55 


traceable up to that glorious ridge, in a continuous line, and 
thence downwards. Like a silver zone — 

‘•Flunsr about carrlcsMy, it sliincs afar, 

Catcliiog the eye in many a broken link, 

In many a turn and traverse, as it glides. 

And ofl above, and oft below, appears — 

* * * * to him who journeys up 

As though it were anotlicr.” 

And at that point, and that instant, reaching the place that was 
nearest heaven, the Iniilders looked back, for the last time, to 
the way by wliieli they Inul eoine, and tlie scenes through 
which their early course had passed. Tlicy turned away fr<un 
them and tlieir morning light, and descended tr)war(ls a new 
horizon, for a time in the warmth of western sun, l)ut plunging 
with every forward stej) into more cold and melancholy shade. 

XXIII. The change of which I speak, is inexpressible in 
few words, but one more important, more radically intluential, 
could not be. It was the substitution of the line for the inanfi^ 
as the element of decoration. 

TiTe have seen the mode in which the openings or penetrat ion 
of the window expanded, until what were, at lirst, awkward 
forms of intermediate stone, became delicate lines of tracery: 
and I have been careful in pointing o\it the peculiar attention 
bestowed on the proportion and decoration of the mouldings of 
the window at Rouen, in Plate X., as compared with earlier 
mouldings, because that beauty and care are singularly signiti- 
cant. Tliey mark that the traceries had caught the eye of tlie 
architect. Up to tliat time, up to the very last instant in whicli 
tlie reduction and thinning of tlie intervening stone was con- 
sunimated, liis eye liad been on the openings only, on the stars 
of light. He did not care about the stone, a nidc border 
of moulding was all he needed, it was the penetrating shape 
which he was watching. But when that shape had received its 
last possible expansion, and when the stone-work became an 
arrangement of graceful and parallel lines, that arrangement, 
like some form in a picture, unseen and accidentally developed 
struck suddenly, ine%dtibly, on the sight. It liad literally not 
been seen before. It Hashed out in an instant as an indepen- 
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dent form. It became a feature of the work. The architect 
took it under his care, thought over it, and distributed its mem- 
hers as M*e see. 

Now. the great pause was at the moment when the space 
and tlie dividing stone-work were both equally considered. It 
did not last fifty yeai-s. The forms of the tracery were seized 
with a childish delight in the novel source of beauty; and the 
intervening space was cast aside, as an element of decoration, 
for ever. 1 have confined myself, in following this change, to 
the window, as the feature in which it is clearest. But the 
transition is the same in every member of architecture; and its 
importance can hardly be understood, unless we take the pains 
to trace it in the universality, of which illustrations, irrelevant 
to our })resent purpose, will be found in the third Chapter. I 
pursue here the question of truth, relating to the treatment of 
the mouldings. 

XXIV. The reader will observe that, up to the last expan- 
sion of the penetrations, the stone-work was necessarily consi- 
dered, as it actually is, st{f, and unyielding. It was so, also, 
during the pause of which I have spoken, when the forms of 
the tracery were still severe and pure ; delicate indeed, but 
perfectly firm. 

At the close of the period of pause, the firet sign of serious 
change was like a low breeze, passing through the emaciated 
tracery, and making it tremble. It began to undulate like the 
threads of a cobweb lifted by the wind. It lost its essence as 
a structure of stone. Reduced to the slenderness of threads, 
it began to be considered as possessing also their flexibility. 
The architect was pleased with this his new fancy, and set him- 
self to carry it out; and in a little time, the bars of tracery were 
caused to appear to the eye as if they had been woven together 
'like a net. This was a change which sacrificed a great principle 
of truth; it sacrificed the expression of the qualities of the mate- 
rial; and, however delightful its results in their first develop- 

• ments, it was ultimately ruinous. 

For, observe the difference between the supposition of duc- 
tility, and that of ela.stic structure noticed .above in the resem- 
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blance to tree form. That resemblance was not soiij^lit, but 
necessary ; it resulted from the natural conditions of stren^tli 
in the pier or tnink, and slenderness in the ribs or brandies, 
while many of the otlier suggested conditions of resemblance 
were perfectly true. A tree braiicli, though in a certain sense 
flexible, is not ductile ; it is as firm in its own form as the rib 
of stone ; both of them will yield up to certain limits, both of 
them breaking when those limits are exceeded ; while the tree 
tnmk will bend no more than the stone pillar. Ihit when the 
tracery is assumed to be as yielding as a silken cord ; when the 
whole fragility, elasticity, and weight of the material are to 
the eye, if not in terms, denied ; wlien all the art of the ar- 
chitect is applied to disprove thcfii'st conditions of his working, 
and the first attributes of his materials; this is a deliberate 
treachery, only redeemed from the charge of direct falsehood 
by the visibility of the stone surface, and degrading all the 
traceries it affects exactly in the degree of its presence. 

XXV. But the declining and morbid taste of the later ar- 
chitects, was not satisfied Mith thus much deception. Tliey 
were delighted with the subtle charm they had created, and 
thought only of increasing its power. The next stej^ was to 
consider and represent the tracery, as not only ductile, but 
penetrable ; and when two mouldings met each other, to man- 
age their intersection, so that one should appear to pass through 
the other, retaining its inde])endence ; or when two ran parallel 
to each other, to represent the one as partly contained within 
the other, and partly apparent above it. This form of falsity 
was that which crushed the art. The flexible traceries were 
often beautiful, though they were ignoble ; but the penetrated 
traceru^, rendered, as they finally were, merely the means of 
exhibiting the dexterity of the stone-cutter, annihilated both 
the beauty and dignity of the Gothic types. A system so ,no- 
mentons in ite consequences de.servcs some detailed examination. 

n '7. ■ of the shafts of the door at Lisieux, 

under the spandril, in Plate VII., the reader will see the mode 

of managing the intersection of similar mouldings, which was 

universal in the great periods. They melted into each other. 
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and became at the point of crossing, or of contact; and 
even the suggestion of so sharp intersection as this of Lisienx 
is usually avoided (this design being, of course, only a pointed 
form of the earlier Korman arcade, in which the arches are 
interlaced, and lie each over the preceding, and under the fol- 
lowing, one, as in Anselm's tower at Canterbury), since, in the 
plurality of designs, when mouldings meet each other, they 
coincide through some considerable portion of their curves, 
meeting by contact, rather than by intersection; and at the 
point of coincidence the section of each separate moulding 
becomes common to the two thus melted into each other. 
Thus, in the junction of the circles of the window of the 
Palazzo Foscari, Plate VIII., given accurately in fig. 8, Plate 
IV., the section across the line 8, is exactly tlie same as that 
across any break of the separated moulding above, as «. It 
sometimes, however, happens, that two dllTerent mouldings 
meet each other. This was seldom permitted in tlic great pe- 
riods, and, when it took place, was most awkwardly managed. 
Fig. 1, Plate IV. gives the junction of the mouldings of the 
gable and vertical, in the window of the of Salisbury. 

Tliat of the gable is composed of a single, and that of the 
vertical of a double cavetto, decorated with ball-flowers ; and 
the larger single moulding swallows up one of the double ones, 
and pushes forward among the smaller balls with the most 
blundering and clumsy simplicity. In comparing the sections 
it is to be observed that, in the upper one, the line a b reiwe- 
sents an actual vertical in the plane of the window ; while, in 
the lower one, the line e d represents the horizontal, in the 
plane of the window, indicated by the perspective line d e. 

XXVII. The very awkwardness with which such occur- 
rences of difficulty are met by the earlier builder, marks his 
dislike of the system, and unwillingness to attract the eye to 
such arrangements. There is another very clumsy one, in the 
junction of the upper and sub-arches of the triforiiim of 
Salisbury ; but it is kept in the shade, and all the prominent 
junctions are of mouldings like each other, and managed with 
perfect simplicity. But so soon as the attention of the builders 


THE LAMP OF TRUTH. 


59 


became, as we have just seen, fixed upon the lines of mouldings 
instead of the enclosed spaces, those lines began to preserve an 
independent existence wherever they met ; and different mould- 
ings were studiously associated, in order to obtain variety of 
intei'sectional line. We must, however, do the late builders 
the justice to note that, in one case, the habit grew out of a 
feeling of proportion, more refined than that of earlier work- 
men. It sliows itself fii'st in the bases of divided pillars, or 
arch mouldings, whose smaller shafts had originally bases formed 
by the continued base of the central, or other larger, columns 
with which they were grouped ; but it being felt, when the eye 
of the architect became fastidious, that the dimension of 
moulding which was right for the base of a large shaft, was 
wrong for that of a small one, each shaft had an independent 
base; at first, those of the smaller died simply down on that of 
the larger ; but when the vertical sections of both became 
complicated, the bases of the smaller shafts were considered to 
exist within those of the larger, and the places of their emer- 
gence, on this supposition, were calculated with the utmost 
nicety, and cut witli singular precision ; so that an elaborate 
late base of a divided column, as, for instance, of those in the 
nave of Abbeville, looks exactly as if its smaller shafts had all 
been finished to the ground firet, each with its complete and 
intricate base, and then the comprehending base of the central 
pier had been moulded over them in clay, leaving tlieir points 
and angles sticking out here and there, like tlic edges of sharp 
crystals out of a nodule of earth. The exliihition of technical 
dexterity in work of this kind is often marvellous, tlie strangest 
possible shapes of sections being calculated to a hair's-hreadth 
and the occurrence of the under and emergent forms hem<r 
rendered, even in places where they are so slight that they can 
hardly be detected but by the touch. It is impossible to render 
a very elaborate example of this kind intelligible, without some 
fifty measured sections; but fig. 6, Plate lY. is a very interest- 
ing and simple one, from the west gate of Rouen. It is part 
o the b^e of one of the narrow piers between its principal 
niches. The square column having a base with the profile 
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p r, is supposed to contain within itself another similar one, 
set diagonally, and lifted so far above the inclosing one, as that 
the recessed part of its protile p r shall fall behind the projecting 
paid of the onter one. Tlie angle of its upper portion exactly 
meets the plane of the side of the upper inclosing shaft 4, 
and would, therefore, not be seen, unless two vertical cuts were 
made to exhibit it, which form two dark lines the whole way 
up the shaft. Two small pilastei*s arc run, like fastening 
stitches, through the junction on the front of the shafts. The 
sections k « taken respectively at the levels X*, n, will explain 
the hypothetical construction of tlie whole. Fig. 7 is a base, 
or joint rather (for passages of this form occur again and 
again, on the shafts of flamboyant work), of one of the smallest 
piers of the pedestals which supported the lost statues of the 
porch ; its section below would be the same as n, and its con- 
struction, after what lias been said of the other base, will be at 
once perceived. 

XXVIII. There was, however, in this kind of involution, 
much to be admired as well as reprehended, the proportions of 
quantities were always as beautiful as they were intricate ; and, 
though the lines of intersection were harsh, they were e.\- 
quisitely opposed to the flower-work of the interposing mould- 
ings. But the fancy did not stop here; it rose from the bases 
into the arches; and there, not finding room enough for its 
exhibition, it withdrew the capitals from the heads even of 
cylindrical shafts, (we cannot but admire, while we regret, the 
boldness of the men who could defy the authority and custom 
of all the nations of the earth for a space of some three thou- 
sand years.) in order that the arch mouldings might appear to 
emerge from the pillar, as at its base they had been lost in it, 
and not to teiTuinate on the abacus of the capital ; then they 
ran the mouldings across and through each other, at the point 
of the arch ; and finally, not finding their natural directions 
enough to furnish as many occasions of intersection as they 
wished, bent them hither and thither, and cut off their ends 
short, when they had passed the point of intersection. Fig. 2, 
Plate IV. is part of a flying b^tress from the aj>se of St. 


THE LAIIP OP TRUTH. 


Cl 


CTorvais at Falaise, in which tlie moulding whose section is 
rudely given above at/, (taken vertically through the point /*,) 
is carried thrice through itself, in the cross-bar and two arches ; 
and the flat flllet is cut off sharp at the end of the cross-hai% 
for the mere pleasure of the truncatiom Fig. 3 is half of the 
head of a door in the Stadthaus of Sursee, in wliich the sliadcd 
ipart of the section of the joint g is that of the arch-mould- 
ing, which is three times reduplicated, and six times intersected 
by itself, the ends Ijeing cut off when they Ijceome unmanage- 
able. This style is, indeed, earlier exaggeratc<l in Switzerland 
and Germany, owing to the imitation in stone of the dovetailing 
of wood, particularly of the intei*secting of beams at the angles 
of chalets; but it only furnishes the moi’e j^lain instance of tlie 
d.anger of the fallacious system which, from the beginning, 
repressed the German, and, in the end, ruined tlie French 
Gothic. It would be too painful a task to follow further 
the caricatures of form, and eccentricities of treatment, which 
grew out of this singular abuse — the flattened arcli, the shrun- 
ken pillar, the lifeless ornament, the liny moniding, the dis- 
torted and extravagant foliation, until the time came when, 
over these wrecks and remnants, deprived of all unity and prin- 
ciple, rose the foul torrent of the renaissance, and swept them 
all away. So fell the great dynasty of mediaeval architecture. 
It was because it had lost its own strength, and disobeyed its 
own laws — because its order, and consistency, and organization 
hud been broken through— that it could oppose no resistance 
to the rush of overwhelming innovation. And this, observe, 
all because it had sacrificed a single truth. From that one sur- 
render of Its integrity, from that one endeavor to assume the 
semblance of what it was not, arose tlie multitudinous forms 
of disease and decrepitude, wliich rotted away the pillars of its 
supremacy. It was not because its time was come ; it was not 
because It was scorned by the classical Romanist, or dreaded 
by the faithful Protestant. That scorn and that fear it might 
have survived, and lived; it would have stood forth in stern 
wmparison with the enervated sensuality of the renaissance ; 
would have risen m rene^ed^and purified honor, and with a 
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new soul, from the ashes into which it sank, giving up its glory, 
as it liad received it, for the honor of God — but its own trutli 
was srone, and it sank forever. There was no wisdom nor 
strength left in it, to raise it from tlie dust ; and the error of 
zeal, and the softness of luxury’ smote it down and dissolved it 
away. It is good for us to remember this, as we tread upon 
the bare ground of its foundations, and stumble over its sciit- 
tered stones. Those rent skeletons of pierced wall, tlirough 
which our sea-winds moan and murmur, strewing them joint 
by joint, and bone by bone, along the bleak prcunontories on 
wliich the Pharos lights came once from liouscs of prayer — 
those grey arches and quiet isles under which the sheep of our 
valleys feed and rest on the turf that has buried their altai*s — 
those shapeless heaps, that arc not of the Earth, which lift our 
fields into strange and sudden banks of flowei-s, and stay our 
mountain streams with stones that are not their own, have 
other thoughts to ask from us than those of mourning for the 
rage that despoiled, or the fear that forsook them. It was not 
the robber, not tlie fanatic, not the blasphemer, wlio sealed tlie 
destruction that tliey had wrought ; the war, the wrath, the 
terror, might have worked their worst, and the strong walls 
would have risen, and the slight Pinal’S would have started 
again, from under the hand of the destroyer. But they could 
not rise out of the ruins of their owu violated tiuth. 
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THE LAMP OF I’OWEK. 

I. In recalling the imjjressions we liave received from the 
works of man, after a lapse of time long eiiongli to involve in 
obscurity all but the most vivid, it often linppens that we find 
a strange pre-eminence and durability in many upon whose 
strength we had little calculated, and that points of character 
which had escaped the detection of the judgment, become de- 
veloped under the waste of memory; as veins of harder rock, 
whose places could not at tii-st have been discovered by tlie eye, 
are left salient under the action of frosts and streams. The 
traveller who desires to correct the errors of his judgment, 
necessitated by inequalities of temper, infelicities of circum- 
stance, and accidents of association, has no other resource than 
to wait for the calm verdict of interposing years ; and to watch 
for the new arrangements of eminence and shape in the images 
which remain latest in his memory ; as in the ebbing of a 
mountain lake, he would watch the varying outlines of its suc- 
cessive shore, and ti-ace, in the form of its departing waters, the 
true direction of the forces which had cleft, or tlie currenU 
which had excavated, the deepest recesses of its primal bed. 

In thus reverting to tlie memories of those works of archi- 
tecture by which we have been most ])Ieasurably impressed, it 
will generally happen that they fall into two broad classes : the 
one characterized by an exceeding preciousness and delicacy, to 
which we recur with a sense of affectionate admiration; and 
16 ot ler by a severe, and, in many cases, mysterious, inajbsty, 
wluch we remember with an undiminished awe, like that felt 
^ tbe presence and operation of some great Spiritual Power, 
rom about these two groups, more or less harmonised by in- 
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tcnnediate examples, but always distinctively marked by feat- 
ures of beauty or of power, there will be swept away, in multi- 
tudes, the memories of buildings, perhaps, in their tii-st address 
to our minds, of no inferior pretension, but owing their im- 
pressiveness to characters of less enduring nobility — to value 
of material, accumulation of ornament, or ingenuity of me- 
chanical construction. Especial interest may, indeed, have 
been awakened by such circumstances, and the memory may 
have been, consequently, rendered tenacious of particular parts 
or effects of the structure ; but it will recall even these only 
by an active effort, and then without emotion ; while in passive 
moments, and with thrilling influence, the image of pm-er 
beauty, and of more spiritual power, will return in a fair and 
solemn company ; and while the pride of many a stately palace, 
and the wealth of many a jewelled shrine, perish from our 
thoughts in a dust of gold, there will lise, through their dim- 
ness, the white image of some secluded marble chapel, by river 
or forest side, with the fretted flower-work shrinking under its 
arches, as if under vaults of late-fallen snow; or the vast weari- 
ness of some shadowy wall whose separate stones are like moun- 
tain foundations, and yet numberless. 

11. Now, the difference between these two orders of build- 
ing is not merely that which there is in nature between things 
beautiful and sublime. It is, also, the difference between wliat 
is derivative and original in man’s work ; for whatever is in 
architecture fair or beautiful, is imitated from natural forms; 
and what is not so derived, but depends for its dignity upon 
arrangement and government received from liuinan mind, be- 
comes the expression of tlie power of that mind, and receives 
a sublimity high in proportion to the power expressed. All 
building, therefore, shows man either as gathering or govern- 
ing: and the secrets of his success are his knowing what to 
gather, and how to rule. These are the two great intellectual 
Lamps of Architecture; the one consisting in a just and hum- 
ble veneration for the works of God upon the earth, and the 
otlier in an understanding of the dominion over those works 
which has been vested in man. 
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III. Besides this expression of living authority and power, 
there is, however, a sympatliy in the forms of noble building, 
with what is most sublime in natuml things ; and it is the gov- 
erning Power directed by this sympathy, whose operation I 
shall at present endeavor to trace, abandoning all inquiry into 
the more abstract fields of invention: for this latter faculty, 

V ' 

and the questions of proportion and arrangement connected 
with its discussion, can only be rightly examined in a general 
view of all the arts ; hut its sympathy, in architecture, with the 
vast controlling powers of Nature hei’sclf, is special, and inav 
shortly be considered; and that with the more advantage, that 
it luis, of late, been little felt or regarded by arcliiteets. I have 
seen, in recent efforts, much contest between two schools, one 
affecting originality, and the other legality — many attempts at 
beauty of design — many ingenious adaptations of construction ; 
but I have never seen any aim at the expression of abstract 


power; never any appearance of a consciousness that, in this 
primal art of man, tliere is room for the marking of his rela- 
tions with the mightiest, as well as the fairest, woi-ks of God ; 
and that those works themselves have been permitted, bv their’ 
Master and his, to receive an added glory from their aiociation 
with earnest efforts of human thought. In the edifices of Man 
there should be found reverent worship and following, not only 
of the spirit wliich rounds the pillars of tlie forest, and arches 
tlie vault of the avenue — which gives veining to the loaf, and 
polish to the shell, and grace to every pulse that agitates ani- 
mal organization,— but of that also which reproves the pillai-s 
of tlie earth, and builds up her barren precipices into the cold- 
ness of the clouds, and lifts her shadotvy cones of mountain 
purple into the pale arch of the sky; for these, and other ho- 
lies inore than these, refuse not to connect themselves, in his 
thoughts, with the work of his own hand ; the grey cliff loses 
not Its nobleness when it reminds ns of some Cyclopean waste 
of mu.-^ atone; the pinnacles, of the rocky promontory 0,™ 
themselves, undegraded, into fantastic semblances of fortrls 
towers ; and even the awful cone of the far-off mountain has a 
melancholy mixed with that of its own solitude, which is east 
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from the images of nameless tumuli on white sea-sliores, and 
of the heaps of reedy clay, into which chambered cities melt in 
their mortality. 

IV. Let us, then, sec what is this power and majesty, which 
!Mature herself does not disdain to accept from the works of 
man; and what that sublimity in the masses built up by his 
comlline-like energy, which is honorable, even when trans- 
ferred l)v association to the dateless hills, which it needed earth- 
quakes to lift, anti deluges to mould. 

And. fii'st of mere size: It might not be thought possible 
to emulate the sublimity of natural objects in this respect ; nor 
would it be, if the architect contended with them in pitched 
battle. It would not 1)0 well to build pyramids in the valley 
of Chamouni ; and St. Peter's, among its many other errors, 
counts for not the least injurious its position on the slope of an 
inconsiderable hill. But imagine it placed on the plain of 
Marengo, or, like the Superga of Turin, or like La Salute at 
Venice! The fact is, that the apprehension of the size of 
natural objects, as well as of architecture, depends more on 
fortunate excitement of the imagination than on measurements 
by the eye ; and the architect has a peculiar advantage in being 
able to press close upon the sight, .such magnitude as he can 
command. There arc few rocks, even among the Alps, that 
have a clear vertical fall as high as the choir of Beauvais; and 
if we secure a good precipice of wall, or a sheer and unbroken 
flank of tower, and place them where there are 7io enormous 
natural features to oppose them, wc shall feel in them no want 
of snblimitv of size. And it inav be matter of encouragement 

V * 

in this rcpcct, though one also of regret, to observe how much 
oftener man destroys natural sublimity, than nature cnishcs 
human power. It does not need much to humiliate a moun- 
tain. A hut will sometimes do it ; I never look up to the Col 
de Bahnc from Chamouni, without a violent feeling of provo- 
cation against its hospitable little cabin, whose bright white 
walls form a visibly four-square spot on the green ridge, and ^ 
entirely destroy all idea of its elevation. A single villa will 
often mar a whole landscape, and dethrone a dynasty of hills, 
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and tlie Acropolis of Athens, Parthenon and all, lias, I believe, 
been dwai'fed into a model by the palace lately built beneath 
it. The fact is, that hills are not so high as we fancy them, 
and, when to the actual impression of no mean comparative 
size, is added the sense of the toil of manly hand and thought, 
a sublimity is reached, whicli nothing but gross error in ar- 
i-angement of its parts can destroy. 

V. "While, therefore, it is not to be supposed that mere size 
will ennoble a mean design, yet every increase of magnitude will 
bestow upon it a certain degree of nobleness ; so that it is well to 
determine at first, whether the building is to be markedly beauti- 
ful or markedly sublime ; and if the latter, not to be withheld by 
respect to smaller parts from reaching largeness of scale ; jirovid- 
edonl}", that it be evideiitl}’ in the architect's power to reach at 
least that degree of magnitude which is the lowest at wliich 
sublimity begins, rudely definable as that -which M ill make a 
living figure look less than life beside it. It is the misfortune 
of most of our modern buildings that m’c M ould fain have an 
universal excellence in them; and so part of the funds must go 
in painting, part in gilding, part in fitting np, part in painted 
M’indows, part in small steeples, part in ornaments licrc and 
there ; and neither the windoM’s, nor the steeple, nor the orna- 
ments, are M'orth their materials. For there is a crust about 
the impressible part of men’s minds, M'hich must bo pierced 
through before they can be touched to the quick ; and though 
we may pnek at it and scratch it in a thousand separate jilaces, 
M'e might as well have fet it alone if M-e do not come through 
someM-here with a deep tlimst: and if we can give such a thrust 
an^'where, there is no need of another ; it need not be even so 
“^^^de as a church door,” so that it be enough. And mere 
weight will do this ; it is a clumsy way of doing it, but an ef- 
fectual one, too ; and the apathy M'hich cannot be pierced 
through by a small steeple, nor shone through by a small M'in- 
dow, can be broken through in a moment by the mere weight 
^of a great wall. Let, therefore, the architect M’ho has not large 
resources, choose his point of attack first, and, if he choose 
size, let him abandon decoration ; for, unless they are concen- 
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trated, and niimerous enough to make their concentration con- 
spicuous, all his ornaments together would not be worth one 
huge stone. And the choice must be a decided one, without 
compromise. It must be no question whether his capitals 
would not look better with a little carving — let him leave them 
huge as blocks ; or whether his arches should not have richer 
architraves — let him throw them a foot higher, if he can; a 

vard more across the nave will be worth more to him than a 

• 

tesselated i^avement ; and another fathom of outer wall, than 
an army of pinnacles. The limitation of size must be only in 
the uses of the building, or in the ground at his disposal. 

VI. That limitation, liowever, being by such circumstances 
determined, by what means, it is to be next asked, may the ac- 
tual magnitude be best displayed ; since it is seldom, perhaps 
never, that a building of auy pretension to size looks so large 
as it is. The appearance of a figure in any distant, more es- 
pecially in any upper, parts of it %vill almost always prove that 
we have under-estimated the magnitude of those parts. 

It has often been observed that a building, in order to show 
its magnitude, must be seen all at once. It would, perhaps, be 
better to say, must be bounded as much as possible by contin- 
uous lines, and that its extreme points should be seen all at 
once ; or we may state, in simpler terms still, that it must have 
one visible bounding line from top to bottom, and from end to 
end. This bounding line from top to bottom may either be 
inclined inwards, and the mass, therefore, pyramidical ; or ver- 
tical, and the mass form one grand clifi; or inclined outwards, 
as in the advancing fronts of old houses, and, in a sort, in tlie 
Greek temple, and in all buildings with heavy cornices or heads. 
Now, in all these cases, if the bounding line be violently bro 
ken ; if the cornice project, or the upper portion of the pyra- 
mid recede, too violently, majesty will be lost ; not because the 
building winnot be seen all at once, — for in the case of a heavy 
cornice no part of it is necessarily concealed — but because the 
continuity of its terminal line is broken, and the length of that 
line, therefore, cannot be estimated. But the error is, of coiii-se,* 
more fatal •when much of the building is also concealed ; as in 
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the well knomi case of the recession of the dome of St. Peter's, 
and, from the greater numher of points of view, in eliurclies 
whose highest portions, wliethcr dome or tower, are over 
their cross. Thus there is only one point from which tlic size 
of the Cathedral of Florence is felt ; and that is from tlie cor- 


ner of the Via dc’ Balestrieri, opposite the south-east angle, 
where it happens that the dome is seen rising instantly above 
tlie apse and transepts. In all cases in which the tower is over 
the cross, the grandeur and height of the tower itself are lost, 
because there is but one line down which the eye can trace tlie 
whole height, and that is in the inner angle of the cross, not 
easily discerned. Hence, while, in symmetry and feeling, such 
designs may often liave pre-eminence, yet, where the heiglit of 
the tower itself is to be made apparent, it must be at the west 


end, or, better still, detached as a campanile. Imagine the loss 
to the Lombard churches if their campaniles were carried only 
to their present height over their crosses ; or to the Cathedra! 
of Rouen, if the Tour de Beuire were made central, in the 
place of its present debased spire ! 

YII. AVliether, therefore, we have to do with tower or 
wall, there must be one bounding line from base to coping; 
and I am much inclined, myself, to love the true vertieul, or 
the vertical, with a solemn frown of projection (not a scowl), 
as in the Palazzo Vecebio of Florence. This cliaracter is al- 
ways given to rocks by the poets ; witli sliglit foundation in- 
deed, real rocks being little given to overhanging— but with 
excellent judgment; for the sense of tlireatening conveyed by 
tins form is a nobler character than that of mere size. And, 

111 buildings, this threatening should he somewhat carried down 
into their mass. A mere projecting shelf is not enough, tim 
whole wall must, Jupiter like, nod as well as frown. lienee I 
^mk the propped machicolations of the Palazzo Vccchio and 
Huomo of Florence far grander headings than any form oi 
Gieek coniice. Sometimes the projection may be 
lower, as in tlie Doge’s palace of Venice, wliere tlie chief ap- 

""u f become a 

grand sweU from the ground, as the head of a ship of the line 
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rises from the sea. This is very nobly attained by the projeo- 
tion of the nielies in tl>e third story of the Totir de Beurre at 
Bouen. 

VIII. "Wliat is needful in the setting forth of magnitude 
in height, is right also in the marking it in area — let it be 
gathered well together. It is especially to be noted with re- 
spect to the Palazzo Vecchio and other mighty buildings of its 
order, how mistakenly it has been stated that dimension, in 
order to become impressive, should be expanded either in 
height or length, but not equally : whereas, rather it will be 
found that those buildings seem on the whole the vastest which 
have been gathered up into a mighty sqiiare, and which look 
as if they had been measured by the angel’s rod, “the length, 
and the breadth, and the height of it are equal,” and herein 
something is to be taken notice of, winch I believe not to be 
siitiiciently, if at all, considered among our architects. 

Of the many broad divisions under which architecture may 
be considered, none appear to me more significant than that 
into buildings whose interest is in their walls, and those whose 
interest is in the lines dividing their walls. In the Greek 
temple the wall is as nothing; the entire interest is in the de- 
tached columns and the frieze they bear; in French Flamboy- 


ant, and in our detestable Perpendicular, the object is to get 
rid of tlie wall surface, and keep the eye altogether on tracery 
of line; in Bomanesque work and Egyptian, the wall is a con- 
fessed and honored member, and the light is often allowed to 
fall on large areas of it, variously decorated. Now, both these 
principles are admitted by Nature, the one in her woods and 
thickets, the other in her plains, and cliffs, and waters ; but the 
latter is pre-eminently the principle of power, and, in some 
sense, of beauty also. For, wbatever infinity of fair form tliere 
may be in tlie maze of tlie forest, there is a fairer, as I think, 
in the surface of the quiet lake; and I hardly know that asso- 
ciation of shaft or tracery, for wlii(di I would exchange die 
warm .sleep of sunshine on some smooth, hroad, human-liUe 
front of marble. Nevertheless, if breadth is to be beautiful, its 
substance must in some sort be beautiful ; and we must not 


THE LAMP OF POWER. 


71 


hastily condemn the exclusive resting of the northern fn chiteets 
in divided lines, until at lejist we have renieinbeied the differ- 
euce between a blank surface of Caen stone, and one mixed 
from Genoa and Cari’ara, of serpentine with snow: but as re- 
gards abstract power and awfulness, there is no question; with- 
out breadth of surface it is in vai>i to seek them, and it matters 
little, so that the surface be wide, bold and unbroken, whether 
it be of brick or of jasper ; tlie light of heaven upon it, and the 
weight of earth in it, are all we need: for it is singular liow 
forgetful the mind may become both of material and work- 
manship, if only it have space enough over which to range, 
and to remind it, however feebly, of the joy that it lias in con- 
templating the flatness and sweep of great plains and broad 
seas. And it is a noble thing for men to do this with their ent 
stone or moulded clay, and to make the face of a wall look in- 
flnite, and its edge against the sky like an liorizon : or even if 
less than this be reached, it is still delightful to mark the play 
of passing light on its broad surface, and to see by how many 
artifices and gradations of tinting and shadow, time and storm 
will set their wild signatures upon it ; and how in the rising 
or declining of the day the unbroken twilight rests long and 
luridly on its high Uueless forehead, and fades away nntr*acea- 
bly down its tiers of confused and countless stone. 

This, then, being, as I think, one of the peculiar ele- 
ments of sublime architecture, it may be easily seen bow neces- 
sarily consequent upon the love of it will be tlie choice of a 
form approaching to the square for the main outline. 

For, ill whatever direction the building is contracted, in 
that direction the eye will be drawn to its terminal lines ; and 
the sense of surface will only be at its fullest when those lines 
are removed, in eveiy direction, as far as possible. Thus the 
square and circle are pre-eminently the areas of power amon^ 
those bounded by purely straigl.t or curved lines ; and thesiT 
with their relative solids, the cube and sphere, and relative 
solids of progression (as in the investigation of tlie laws of pro. 
portion I shall call those masses which are generated by the 
progression of an area of given form along a line in a given 
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direction), tlie square and cylindrical column, are the elements 
of utmost power in all architectural arrangements. On the 
other hand, grace and perfect proportion require an elongation 
in some one direction : and a sense of power may be communi- 
cated to this form of magnitude by a continuous series of any 
marked features, such as the eye may be unable to number; 
while yet we feel, from their boldness, decision, and simpli- 
city, that it is indeed their multitude which has embaiTassed 
us, not any confusion or indistinctness of form. This expedi- 
ent of continued series forms the sublimity of arcades and 
aisles, of all i-angcs of columns, and, on a smaller scale, of those 
Greek mouldings, of which, repeated as they now are in all 
the meanest and most familiar forms of our furniture, it is im- 
possible altogether to weary. Now, it is evident that the 
architect has choice of two types of form, each properly associ- 
ated with its own kind of interest or decoration: the square, 
or greatest area, to be chosen es])ecially when the surface is to 
be the subject of thought ; and the elongated area, when the 
divisUms of the surface are to be the subjects of thought. 
Both tlicsc orders of fonn, as I think nearly every other source 
of power and beauty, arc mar\ellously united in that building 
which I fear to weary the rciider by bringing forward too fre- 
quently, as a model of all perfection — the Doge’s palace at 
Venice: its general arrangement, a hollow square; its principal 
facade, an oblong, elongated to the eye by a range of thirty- 
four small arches, and thirty-five columns, while it is separated 
by a richly canopied window in the centre, into two massive 
divisions, whose height and length are nearly as four to five ; 
the arcades which give it length beiiig confined to the lower 
stories, and the upper, between its broad windows, left a 
mighty surface of smooth maible, chequered with blocks of 
altci-natc rose-color and white. It would be impossible, I be- 
lieve, to invent a more magnificent arrangement of all that is 

in building most dign.Hed and most fair. 

X. In the Lombard Romanesque, tlie two principles are 
iiiorc fused into each other, as most characteristically in the 
'’^Uiedral of Pisa : length of proportion, exhibited by an arcade 
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of twentj-oiie arclies above, and fifteen below, at the pide of 

the nave; bold square proportion in tlic front; that front 

divided into arcades, placed one above the other, the lowest 

* 

with its pillars engaged, of seven arches, the four uppermost 
thrown out boldly from the receding wall, and casting deep 
shadows ; the first, above the basement, of nineteen airhes ; 
the second of twenty-one ; the third and fourth of eight each ; 
sixty-three arches in all ; all circular lieaded, all with cylin- 
drical shafts, and the lowest with squa7‘e panellings, pet diago- 
nally under their semicircles, an universal ornament in this 
style (Plate XII. fig. 7); the apse, a scinieirele, with a semi- 
douic for its roof, and three ranges of circular arches for its 
exterior oniainent; in the interior of the nave, a range of 
circular arches below a circular-arched tViforium, aiul a vast ilat 
observe, of wall decomted with striped marble above; 
the whole arrangement (not a peculiar one, but characteristic of 
every church of the period ; and, to my feeling, the most 
majestic; not perhaps the fairest, but the mightiest type of 
form which the mind of man has ever conceived) based c.xelu- 
sively on associations of the circle and the square. 

I am now, however, trenching upon giound which I desire 

to reserve for more careful examination, in connection with 

other iBSthetic questions : but 1 believe the examines I have 

given will justify my vindication of the square form from the 

reprobation wliich has been lightly thrown upon it; nor might 

this he done for it only as a ruling outline, but as oeeurrino- 

constantly in the best mosaics, and in a tliousand fonns of 

minor decoration, which I cannot now examine ; my chief 

assertion of its majesty being always as it is an exponent of 

space and surface, and therefore to be chosen, either to rule in 

their outlines, or to adorn by masses of light and sliade those 

portions of buildings in whicli sui-face is to be rendered precious 
or honorable. ^ 


1 then, of general forms, and of the modes in 

which the scale of architecture is best to be exliibited. Let us 

next consider the manifestations of power which belong to its 
details and lesser divisions. ^ 
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The first division we have to regard, is the inevitable one 
of nuisonry. It is true that this division may, by great art, be 
concealed ; but I think it unwise (as well as dishonest) to do 
so ; for this reason, that there is a very noble character always 
to be obtained by the opposition of large stones to divided 
masonry, as by shafts and columns of one piece, or massy 
lintels and architraves, to wall work of bricks or smaller stones ; 
and there is a certain organization in the management of such 
parts, like that of the continuous bones of the skeleton, opj>oscd 
to the vertebrie, which it is liot well to surrender. I hold, 
therefore, that, for this and other reasons, the masonry of a 
building is to he shown ; and also tl.at, with certain rare e.\- 
ceptions (as in the cases of chapels and shrines of most finished 
workmanship), the smaller the building, the more necessary it 
is that its masonry should be bold, and vice versa. ^ For if a 
building be under the mark of average magnitude, it is not m 
our power to increase its appai*ent size (too easily inciisurable) 
by any proportionate diminution in the scale of its masonry. 
But it may be often in our power to give it a certain nobility 
bv buildin<»- it of massy stones, or, at all events, introducing 
such into its make. Thus it is impossible that there should 
ever be majesty in a cottage built of brick ; but there is a 
marked element of sublimity in the rude and irregular piling 
of the rocky walls of the mountain cottages of Wales, Cumber- 
land and Scotland. Their size is not one whit diminished 
thou-h four or five stones reach at their angles from the ground 
to the eaves, or though a native rock happen to project con- 
veniently, and to be built into the framework of the w;dl. On 
the other hand, after a building has once reached the mark of 
xnaiestic size, it matters, indeed, comparatively little whether 
its masonry be large or small, but if it be altogether large, it 
.vill sometimes diminish the magnitude for want of a measure ; 
if altogether small, it will suggest ideas of povcity m material, 
or deficiency in mechanical resource, besides mterfenng m 
munv cases with the lines of the design, and delicacy of the 
workmanship. A very unhappy instance of such interference 
exists in the fac ade of the church of St. Madeleine at Paiu, 
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•where the columns, being built of very small stones of nearly 
equal size, with visible joints, look as if they were covered with 
a close trellis. So, then, tliat masonry will be generally the 
most magniticent which, without the use of materials systemati- 
cally small or large, accommodates itself, naturally and frankly, 
to the conditions and structure of its work, and displays alike 


its power of dealing with the vastest masses, and of aceom- 
plisliing its purpose with the smallest, sometimes hoaj>ing rock 
upon rock with Titanic commandment, and anon binding the 
dusty remnants and edgy splinters into springing vaults ami 
swelling domes. And if the nobility of tliis confessed and 
natural masonry were more commonly felt, we should not lose 
the dignity of it by smoothing surfaces and litting joints. The 
sums which we wiiste in chiselling and i)olishing stones which 
would have been better left as they came from tlie (juarry 
would often raise a building a story higher. Only in this 
there is to he a certain respect for material also : fur if we 
build in marble, or in any limestone, the known case of the 
workmanship will make its absence seem slovenly; it will be 
well to take advantage of the stone’s softness, and to make the 
design delicate and dependent upon smoothness of chiselled 
surfaces: but if we build in granite or lava, it is a folly, in 


most cases, to cast away the labor necessary to smooth it ; it is 
wiser to make the design granitic itself, and to leave the blocks 
ruddy squared. I do not den^' a certain splendor and sense 
of power in the smoothing of granite, and in the entire sub- 
duing of its iron resistance to the human supremac}'. But, in 
most cases, I believe, the labor and time necessary to do this 
would be better spent in another way; and that to raise a 
building to a height of a liundrcd feet with rough blocks, is 
better than to raise it to seventy with smooth ones. There is 
also a magnificence in the natural cleavage of the stone to 
which tlie art must indeed be great that pretends to he equiva- 
lent ; and a stern expression of brotherhood with the mountain 
heart from wliich it has been rent, ill-exchanged for a glistering 
obedience to the rule and measure of men. His eye must ho 
delicate indeed, who would desire to see the Pitti palace polished. 
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XII. Xcxt to those of the masonry, we have to consider 
the divisions of the desij^n itself. Tliose divisions are, neces- 
sarily, either into masses of light and sliade, or else by traced 
lines; wliich latter must be, indeed, themselves produced by 
incisions or projections which, in some lights, cast a certain 
breadth of shade, but which may, nevertheless, if finely enough 
cut, be always ti-ue lines, in distant effect. I call, for instance, 
such panelling as that of Henry the Seventh's chapel, pure 
linear division. 

Now, it does not seem to itjc sufficiently recollected, that a 
wall suHace is to an architect simply wliat a white canvas is 
to a painter, with this only difference, that the wall has already 
a sublimit}’^ in its height, substance, and other charactei’s already 
considered, on which it is more dangei-ous to break than to 
touch with shade the canvas surface. And, for my own part, 
I think a smooth, bioad, freshly laid sui*face of gesso a fail’d* 
thing than most pictures I see painted on it; much more, a 
noble surface of stone than most architectural features which 
it is caused to assume. But however this may be, the canvas 
and wall are supposed to be given, and it is our craft to divide 
them. 

And the principles on which this division is to be made, are 
as regards relation of cpiantities, the same in architecture as in 
painting, or indeed, in any other art whatsoever, only tlic painter 
is by his varied subject partly permitted, partly compelled, to 
dispense with tlic symmetry of architectund light and shade, 
and to adopt aiTangcmcnts apparently free and accidental. So 
that in modes of grouping there is much difference (though no 
op])osition) between the tw-o arts; but in rules of quantity, both 
aie alike, so far fortli as their commands of means are alike. 
For the architect, not being able to secure always the same depth 
or decision of shadow, nor to add to its sadness by color (be- 
cause even when color is employed, it Ciinnot follow the moving 
sliade), is compelled to make many allowances, and avail him- 
self of many contrivances, wliich the painter needs neither 
consider nor employ. 

XIIT. Of these limitations the first consequence ia, that 
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positiv^e shade is a more necessary and more sublime thing in 
an architect’s hands than in a painter’s. For tlie latter being 
able to temper his light with an under tone throiigliout, and to 
make it delightful with sweet color, or awful witli lurid color, 
and to represent distance, and air, and sun, by the depth of it, 
and fill its whole space with expression, can deal with an enor- 
mous, nay, almost with an univei*sal extent of it, and the best 
painters most delight in such extent; but as light, witli the ar- 
chitect, is nearly always liable to hecomo full and untempered 
sunshine seen upon solid surface, his only rests, and his chief 
means of sublimity, are definite shades. So that, after size and 
weight, the Power of architecture iimy be said to dcperxl on 
the quantity (whether measured in space or intensciiess) of its 
shadow; and it seems to me, tliat the reality of its works, and 
the use and influence they have in the daily life of men (as 
opposed totliose works of art with which we have nothing to do 
but in times of rest or of pleasure) require of it that it should 
express a kind of human sympathy, by a measure of darkness as 
great as there is in human life : and that as the great poem and 
great Action generally afifect us most by the majesty of their 
masses of shade, and cannot take hold upon us if they affect a 
continuance of lyric sprightliness, but must be serious often, 
and sometimes melancholy, else they do not express the truth 
of this wild world of oure ; so there must be, in this magnifi- 
cently Imman art of architecture, some equivalent expression 
for the trouble and wratli of life, for its sorrow and its mystery : 
and this it can only give by depth or diffusion of gloom, by 
the frown upon its fi*ont, and the shadow of its recess. So that 
Rembrandtism is a noble manner in architecture, though a false 
one in painting ; and I do not believe that over any building 
was truly great, unless it bad mighty masses, vigorous and dcei^ 
of shadow mingled with its surface. And among the fii-st 
habits that ayoung architect should learn, is that of thinkin^^ in 
shadow, not looking at a design in its miserable liny skeleton ; 
but conceiving it as it will be when the dawn lights it, and the 
dusk l^ves it ; when its stones will he hot and its crannies cool ■ 
when the lizards will bask on the one, and the birds build in 
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the other. Let him def^ign with the sense of cold and heat 
upon him ; let him cut out the shadows, as men dig wells in un- 
watered plains i and lead along the lights, as a founder does liis 
hot metal ; let him keep the full command of both, and see 
that he knows how they fall, and where they fade. His paper 
lines ami proportions are of no value : all that lie has to do must 
lie done bv spaces of light and darkness; and his business is to 
sec that the one is broad and hold enough not to be swallowed 


up by twilight, and the other deep enough not to be dried like 

a shallow pool by a noon-day sun. 

And that this may be, the first necessity is that the quanti- 
ties of shade or light, whatever they may be, shall be tlirown 
into masses, either of something like equal weight, or else largo 
masses of the one relieved with small o' the other; but masses 
of one or other kind there must be. No design that is divided 
at all, and is not divided into masses, can ever be of the small- 
est value : this great law respecting breadth, precisely the same 
in architecture and painting, is so important, that the examina- 
tion of its two principal applications will include most of the 
conditions of majestic design on which I would at present insist. 

XIV. Paintei-sarein the habit of speaking loosely of masses 
of light and shade, meaning thereby any large spaces of cither. 
Nevertheless, it is convenient sometimes to restrict the term 
‘•mass” to tl.e portions to wi.icl. proper fonn belong, and to 
call the field on rvhiel. sneb forms are traced, mtcrval. 11 , 

in foliage with projecting ’’“''S''® ^ 

li,d,t, with intervals of shade; and, in light sk es n tli daik 

clouds upon them, masses of shade, with intervals of light 

This distinction is, in arehiteetiire. still more necessary for 

there are two marked stylos dependent npon ,t ; one in n iich 

the forms arc drawn with light upon darkncs.s, as m G.w 

sculpture and pillars; the other in which they arc dra«n with 

darkness upon light, as m early Gothic foliation. Now, i 

not in the designer’s power detorminately to vary degrees an 

”, ce" of darkness, bnt it is altogether in his power to vary m 

determined directions his degrees of light. 11 ence, ^ 

dark mass ehai-actcnses, generally, a trenchant style of design, 
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in which the darks and lights ai*e both flat, ami terminated by 
sharp edges ; wdiile the use of the liglit mass is in the sjime 
way associated witli a softened and full manner of design, in 
which tlie darks arc much warmed by reflected lights, and tlie 
lights are rounded and melt into them. The term applied by 
Milton to Doric bas-relief — “bossy,” is, as is generally the case 
with Milton’s epithets, the most comprehensive and expressive 
of this manner, which the English language contains; while 
the term which specifically describes the cliief member of early 
Gotliic decoration, feuille, foil or leaf, is equally signifleative of 
a flat space of shade. 

XV. AVe shall shortly consider the actual modes in which 
these two kinds of mass have been treated. And, fl)*st, of tljo 
light, or rounded, mass. The modes m which relief was se- 
cured for the more piojecting forms of bas-relief, by the 
Greeks, have been too well described bv T^Ir. Eastlake * to need 
recapitulation ; the conclusion which forces itself upon us from 
the facts he lias remarked, being one on which I sliall have occa- 
sion farther to insist presently, that the Greek workman cared for 
shadow only as a dark field wlierefrom his light figure or de- 
sign might be intelligibly detached : his attention was concen- 
trated on the one aim at readableness, and clearness of accent ; 
and all composition, all harmony, nay, tlie very vitality and 
energy of separate groups were, when necessary, sacrificed to 
plain speaking. Nor was tliere any predilection for one kind 
of form ratlier tlian another. Rounded fonns were, in the 
columns and principal decorative members, adopted, not for 
tlieir own sake, but as characteristic of the things represented. 
They were beautifully rounded, because the Greek habitually 
did well w'hat he had to do, not because lie loved roundness 
more than squareness ; severely rectilinear forms were associated 
with the curved ones in the cornice and triglyph, and tlie mass 
of the pillar was divided by a fluting, whicli, in distant effect, 
destroyed much of its breadth. Wliat power of light these 
primal arrangements left, was diminished in successive refine- 
ments and additions of ornament; and continued to diminish 

•Literature of the Pino Arts. — Essay on Bns-roUcf. 



80 


THE LAMP OF POWER. 


through Roman work, until the confimiation of the circular 
arch as a decomtive feature. Its lovely and simple line taught 
the eye to ask for a similar boundary of solid form ; the dome 
followed, and necessarily the decorative masses were thence- 
forward managed with reference to, and in sympatliy with, 
the chief feature of the building. Hence arose, among the 
Byzantine architects, a system of ornament, entirely restrained 
within the supeifices of curvilinear masses, on which the light 
fell with as unbroken gradation as on a dome or column, while 
the illumined surface was nevertheless cut into details of sin- 
gular and most ingenious intricacy. Something is, of course, 
to be allowed for the less dexterity of the workmen ; it being 
easier to cut down into a solid block, than to arrange the pro- 
jecting portions of leaf on the Greek capital : such leafy capi- 
tals aic nevertheless executed by the Byzantines with skill 
enough to show that their preference of tlie massive form was 
by no means compulsory, nor can I think it unwise. On the 
contrary, while the an*angements of line are far more artful 
in the Greek capital, the Byzantine light and shade are as in- 
contestably more grand and masculine, based on that quality of 
pure gradation, which nearly all natural objects possess, and 
the attainment of which is, in fact, the first and most palpable 
purpose in natural arrangements of grand form. TIic rolling 
heap of the thunder-cloud, divided by rents, and multiplied by 
wreaths, yet gathering them all into its broad, torrid, and tow- 
ering zone, and its midnight darkness opposite ; the scarcely 
less majestic heave of the mountain side, all torn and traversed 
by depth of defile and ridge of rock, yet never losing the unity 
of its illumined swell and shadowy decline; and the head of 
every mighty tree, rich witli tracery of leaf and bough, yet 
terminated against the sky by a true line, and rounded by a 
green horizon, which, multiplied in the distant forest, makes it 
look bossy from above; all these mark, for a great and lionorcd 
law, that diSiision of light for which the Byzantine ornaments 
were designed ; and show us that those builders had truer sym- 
pathy with what God made majestic, than the self-contempla- 
ting and self-contented Greek. I know that they are barbaric in 
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comparison ; but there is a power in their harliarism of sterner 
tone, a ijower not sophistic noi* penetrative, hut embracing and 
mysterious; a power faithful more tlian thouglitful, whicli 
conceived and felt more than it created ; a power that neither 
comprehended nor ruled itself, but worked and wandere<l as it 
listed, like mouiitain streams and winds; and which could not 
rest in the expression or seizure of finite form. It could not 
bury itself in acanthus leaves. Its imagery was taken from tlic 
shadows of the storms and hills, and liad fellowship with tlic 
night and day of tlic earth itself. 

XVI. I have endeavored to give some idea of one of the 
hollow balls of stone which, surrounded by flowing leafage, 
occur in varied succession on the architrave of the central gate 
of St. Mark’s at Venice, in Plate I. fig. 2. It seems to me 
singularly beautiful in its unity of lightness, and delicacy of 
detail, with breadth of light. It looks as if its leaves liad been 
sensitive, and had risen and shut themselves into a bud at some 


sudden touch, and would ])rescntlv fall hack again into their 
wild flow. The cornices of San Michele of Lucca, seen above 
and below the arch, in Plate VI., show the effect of heavy 
leafage and thick stems arranged on a surface whose curve is 
a simple quadrant, the light dying from off them as it turns. 
It ■^^ould be difficult, as I think, to invent anything more 
noble; and I insist on the broad cliaracter of tlieir an’an"‘c- 
ment the more earnestly, because, afterwards modified by 
greater skill in its management, it became characteristic of the 
richest pieces of Gotliic design. TIic capital, given in Plate 
y., is of the noblest period of the Venetian Gothic ; and it is 
interesting to see the play of leafage so luxuriant, absolutely 
^bordinated to the breadth of two masses of liglit and shade. 
What IB done by the Venetian architect, with a power as irre- 
sistible as that of the waves of his surrounding sea, is done by 
the masters of the Cis-Alpine Gothic, more timidly, and with 
a manner somewhat cramped and cold, but not less expressincr 

Kortirrd ^ The ice spicula3 of the 

^01 th, and Its broken sunshine, seem to have image in, and 

fluence on the work ; and tlie leaves which, under tlic Ital- 
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ian’s hand, roll, and flow, and bow down over their black 
shadows, as in the weariness of noon-day heat, are, in the 
Nortli, crisped and frost-bitten, wrinkled on the edges, and 
sparkling as if with dew. But the rounding of the inling 
foi'iii is not less sought and felt. In the lower part of Plate I. 
is the flnial of the pediment given in Plate II., from the 
cathedral of St. Lo. It is exactly similar in feeling to the By- 
zantine capital, being rounded under the abacus by four 
branches of thistle leaves, whose stems, springing from the 
angles, bend outwards and fall back to the head, throwing 
their jaggy spines down upon the full light, forming two shai-p 
<piatrefoils. I could not get near enough to this flnial to see 
with what degree of delicacy the spines were cut ; but I ^ 
have sketched a natural group of thistle-leaves beside it, that 
the reader may compare the types, and see with what mastery 
they arc subjected to the broad form of the whole. The small 
capital from Coutances, Plate XIII. tig. 4, which is of earlier 
date, is of simpler elements, and exhibits the principle still 
more clearly ; but the St. Lo tinial is only one of a thousand 
instances which might be gathered even from the fully de- 
veloped flamboyant, the feeling of breadth being retained in 
minor ornaments long after it had been lost in the main de- 
sign, and sometimes capi-iciously renewing itself throughout, 
as in the cylindrical niches and pedestals which enrich the 
porches of Caudebcc and Eouen. Fig. 1, Plate I. is the sim- 
plest of those of Eouen ; in the more elaborate tliere are four 
projecting sides, divided by butti-esses into eight rounded com- 
partments of tracery ; even the whole bulk of the outer piei is 
treated with the same feeling ; and though composed partly of 
concave recesses, partly of square shafts, partly of statues and 
tabernacle work, arranges itself as a whole into one ricldy 

rounded tower. 

XVII. I cannot here enter into the curious questions con- 
nected with the management of larger curved surfaces ; into 
(lie causes of the dillcrence in proportion necessary to be ob- 
served between round and square towere ; nor into the reasons 
v;liy a column or hall may be richly ornamented, while surface 
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decorations would be inexpedient on masses like the Castle of 
St. Angelo, the tomb of Cecilia Mctella, or the dome of St. 
Peter’s. But u liat has been above said of the de6irc*ablenes.s of 
serenity in plane surfaces, applies still more foi'cibly to tliose 
which are curved ; and it is to be remembered that we are, at 
present, considering how this serenity and power may be carried 
into minor divisions, not how tlic ornamental character of the 


lower form may, xipon occasion, be permitted to fret the calm- 
ness of the higher. Nor, though the instances wc liave ex- 
amined are of globular or cylindrical masses cliieriy, is it to l)e 
thought that breadth can only be secured !>y such alone : 
man^^ of the noblest forms are of subdued curvature, some- 
times hardly visible ; but curvature of some degree there must 
be, in order to secure any measure of grandeur in a small mass 
of light. One of the most marked distinctions between one 
artist and another, in the point of skill, will be found in tbeir 


relative delicacy of perception of rounded surface ; tlie full 
power of expressing the perspective, foreshoitcning and va- 
rious undulation of such surface is, pcrliajis, the last and most 
difficult attainment of the hand and eye. For instance : there 
is, perhaps, no tree which has baffled tlie landscape painter 
more than the common black spruce fir. It is rare that we 
see any representation of it other than caricature. It is con- 
ceived as if It grew in one plane, or as a section of a tree, with 
a set of boiiglis symmetrically dependent on opposite sicie.s. It 
IS thought formal, unmanageable, and uglr. It would be so, 
.f . grew as ,t .s drawn. But tl.c power of the tree is not in 
that chandeher-hke , section. It is in the dark, flat, solid tal.les 
. age, which it liolds out on its strong arms, curved 

tmmhv mm * ■'"d ^P'-eading towards tlie ex- 

irrassv^ ' • “ endeavor to paint the sharp, 

grassy, intnoate leafage, until this ruling form has been se- 

?ured ; and m the boughs that approach the spectator the 

oreshortemug of it is like that of a wide hill cLntrv. ;id!:: 

like t Suece.ssive distances; and the fino-ei- 

dellletr: to blnntness, require a 

delicacy m the rendenng of them like that of the drawim. of 
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the hand of the Magdalene upon the vase in Mr. Pogers’s Ti- 
tian. Get hnt the back of that foliage, and you have the tree; 
but I cannot natne the artist who has thoroughly felt it. So, in 
all drawing and sculpture, it is the power of rounding, softly 
and p'irfectly, every inferior mass which preserves the seren- 
ity, a? it follows the tnith, of Kature, and which demands the 

V 

highest knowledge and skill from the workman. A noble de- 
sign may always be told by the back of a single leaf, and it 
was the sacrifice of this breath and refinement of surface for 


sharp edges and extravagant undercutting, which destroyed the 
Gotlrc mouldings, as the substitution of the line for the light 
destroyed the Gothic tracer}'. This change, however, we shall 
bettci' com})rehend after we have glanced at the chief condi- 
tions of arrangement of the second kind of mass ; that which 
is fiat, and of shadow only. 

XV'III. "We have noted above how the wall sni-face, com- 
posed of rich materials, and covered with costly work, in 
modes which we shall examine in the next Chapter, became a 


subject of peculiar interest to the Christian architects.. Its 
broad flat lights could only be made valuable by points or 
masses of energetic shadow, which were obtained by the Ko- 
manesqne architect by means of ranges of recessed arcade, 
in the management of which, however, though all the effect 
depends upon the shadow so obtained, the eve is still, as m 
classical architecture, caused to dwell upon the pi-ofccting col- 
umns, c.apitals, and wall, as in Plate VI. Put with the enlarge- 
ment of the window, which, in the Lombard and Pomanesque 
churches, is usually little more than an arched slit, came the 
conception of the simpler mode of decoration, by penetrations 
which, seen from within, arc forms of light, and. from without, 
are forms of shade. In Italian traceries the eye is exclusively 
fixed upon the dark fonns of tiie penetrations, and the whole 
proportion and power of the design arc caused to depend upon 
them The intermediate spaces are, indeed, in the most per- 
fect early examples, filled with elaborate ornament; but tins 
ornament was so subdued as never to disturb the simplicity 
and force of the dark masses ; and in many instances is en- 
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tirely wanting. The composition of the whole depends on tlic 
proportioning and shaping of the darks ; and it is impossible 
that anything can be more exquisite than their placing in the 
head window of the Giotto campanile, Plate IX., or the church 
of Or San Michele. So eiitirely does the effect dejicnd upon 
them, that it is quite useless to draw Italian tracery in outline ; 
if with any intention of rendering its effect, it is better to mark 
the black spots, and let the rest alone. Of course, when it is 
desired to obtain an accurate rendering of the design, its lines 
and mouldings arc enough ; but it often haj)pen.s that woj ks 
on architecture are of little use, bccau.se they afford the reader 
no means of judging of the effective intention of the arrange- 
ments which they state. No pci*son, looking at an arcliitectii- 
ral drawing of the richly foliaged cusps and intervals of Or 
San iMichele, would undci'Stand that all this sculpture was ex- 
traneous, was a more added grace, and had nothing to do with 
the real anatomy of the work, and that by a few bold cuttings 
through a slab of stone he might reach the main effect of it all 
at once. I have, therefore, in the plate of the design of Gi- 
otto, endeavored especially to mark these points of purpose y 
there, as in every other instance, black shadows of a graceful 
form lying on the white surface of the stone, like dark leaves 
laid upon snow. Hence, as before observed, the universal 
name of foil applied to such oniaments. 

XIX. In order to the obtaining their full effect, it is evident 
that inueli caution is necessary in the management of tlic glass. 
In the finest instances, the traceries are open lights, either in 
towers, as in this design of Giotto’s, or in external arcades like 
^at of the Campo Santo at Pisii or the Doge’s palace at 
Venice ; and it is thus only that their full beauty is shown. In 
domestic buildings, or in windows of churches necessarily glazed, 
«ie glass was usually withdrawn entirely behind the traceries! 
Those of the Cathedral of Florence stand quite clear of it 
^sting their shadows in well detached lines, so as in most lights 
to give the appearance of a double tracery. In those few in- 
^an^s in yhieh the glass was set in the tracery itself, as in 
Or San Michele, the effect of the latter is half destroyed : 
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perhaps the especial attention paid by Orgagna to his surface 
ornament, was connected witlithe intention of soglazino: tlieni. 
It is singular to see, in late architecture, the glass, which tor- 
mented the bolder architects, considered as a valuable means of 
making the lines of tracery more slender; as in the smallest 
intervals of the windows of Merton College, Oxford, where 
the glass is advanced about two inches from the centre of the 
tnicery bar (that in the larger spaces being in the middle, as 
usual), in order to prevent the depth of shadow from farther 
diminishing the apparent interval. Much of the lightness of 
the effect of the traceries is owing to this seeinitigly unim})or- 
lant arrangement. But, generally speaking, glass sjjoils all 
traceries; and it is much to be wished that it should be kept 
well within them, when it cannot be dispensed with, and that 
the most careful and beautiful designs should be reserved for 
situations where no glass would be needed. 

XX. The method of decoration by shadow was, as far as 
we have hitherto ti-aced it, common to the northern and south- 
ern Gothic. But in the carrying out of the system they in- 
stantly diverged. Having marble at his command, and classical 
decoration in his sight, the southern architect was able to carve 
the intermediate si>aces with exquisite leafage, or to vary his 
wall surface with inlaid stones. The northei'ii architect neither 
knew the ancient work, nor possessed the delicate material; 
and he had no resource but to cover his walls with lioles, cut 
into foiled shapes like those of the windows. This he did, 
often with great clumsiness, but always with a vigorous sense 
of composition, and always, observe, depending on the 
for effect. Where the wall was thick and could not be cut 
through, and the foilings were large, those shadows did not fill 
the entire space; but the form was, nevertheless, drawn on the 
eye by means of them, and when it was i)ossiblc, they were cut 
clear through, as in raised screens of pediment, like those on 
the west fmnt of Baveux ; cut so deep in every case, as to 
secure, in all but a direct low front light, great breadth of 

shadow. , 

The spandril, given at the top of Plate VII., is from the 


TUB LAMP OP POWER, 


87 


south-western entrance of the Cathedral of Lisieux ; one of 
the most quaint and interesting doors in Normandy, probably 
soon to be lost for ever, by the continuance of the insusonic 
operations which have already destroyed the northern tower. 
Its work is altogetlier rude, but full of spirit; the opposite 
spandrils have ditlerent, though balanced, ornaments very in- 
accurately adjusted, each rosette or star (as the iivc-rayed tigurc, 
now quite defaced, in the uj)per portion a])peai*s to liavc bt^en) 
cut on its own block of stone and fitted in with small nicety, 
especially illustrating the point I have above insisted upon — 
the architect’s utter neglect of the forms of intermediate stone, 
at this early period. 

The arcade, of which a single arch and shaft arc given on 
the left, forms the flank of the door ; three outer shafts bearing 
three orders within the spandril which I liave drawn, and eacli 
of these shafts carried over an inner arcade, decorated above 
with quatre-foils, cut concave and filled with leaves, the wltolo 
disposition exquisitely picturesque and full of sti-angc play of 
light and shade. 

For some time the penetrative ornaments, if so they may 
bo for convenience called, maintained their bold and independ- 
ent character. Then they multiplied and enlarged, becoming 
shallower as they did so; then they began to run together, one 
swallowing up, or hanging on to, another, like bubbles in ex- 
piring foam— %. 4, from a sjiandril at Bayeux, looks as if it 
had been blown from a pipe; finally, they lost their individual 
character altogether, and the eye was made to rest on the sepa- 
rating lines of tracery, as wo saw before in the window ; and 
then came the great cliangfe and the fall of the Gothic power. 

XXL Figs. 2 and 3, the one a quadrant of the star window 
of the little chapel close to St. Anastasia at Verona, and the 
other a very singular example from the church of the Eremitaui 
at Padua, compared with fig. 5, one of the ornaments of the 
transept towers of Rouen, show the closely correspondent con- 
ditions of the early Northern and Southern Gothic.'" But as 

we have said the Italian architects, not being embarrassed for 

decoration of wall surface, and not being obliged, like tho 
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Northmen, to multiply their penetrations, held to the system 
for some time longer ; and while they increased the refinement 
of the ornament, kept tlie purity of the plan. That refine- 
ment of ornament wjis their weak point, however, and opened 
the way for the renaissiiiice attack. They fell, like the old 
Romans, by their lu.xury, except in tlie separate instance of the 
magnificent school of Venice. Tliat architecture began with 
the luxuriance in wliich all others exjnred : it founded itself on 
the Byzantine mosaic and fretwork; and laying jiside its orna- 
ments, one by one, wliile it fixed its forms by laws more and 
more severe, stood forth, at last, a model of domestic Gotliic, 
so grand, so complete, so nobly systematised, that, to my mind, 
tliere never existed an architecture witli so stern a claim to our 
reverence. I do not except even the Greek Doric; tlie Dtu-ic 
had cast nothing aw’ay; the fourteenth century Venetian liad 
cast away, one by one, for a succession of centuries, every 
splendor that art and wealth could give it. It had laid down 
its crown and its jewels, its gold and its color, like a king dis- 
robing; it had resigned its exertion, like an athlete reposing ; 
once capricious and fantastic, it had hound itself by laws invio- 
lable and serene as tliose of nature herself. It retained nothing 
but its beauty and its power; both the highest, but both re- 
strained. The Doric flutings were of irregular number — the 
Venetian mouldings were uncliaiigeable. The Doric jnanner 
of ornament admitted no temptation, it was the fasting of an 
anchorite — the Venetian ornament embraced, while it governed, 
all vegetable and animal forms; it was the temperance of a 
man, the command of Adam over creation. I do not know so 
magnificent a marking of Iniman autliority as tlie iron grasp 
of the Venetian over his own e.xuberance of imagination; the 
calm and solemn restraint with which, his mind filled with 
thoughts of flowing leafage and fiery life, he gives those 
thoughts expression for an instant, and tlicn withdraws ^vithin 
those massy bars and levelled cusps of stone. 

And liis power to do this depended altogetlier on his re- 
taining tlie fonns of the shadows in his siglit. Far from car- 
rying tlie eye to the ornaments, upon the stone, he abandoned 
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these latter one by one ; and while his mouldings received the 
most shapely order and symmetry, closely correspondent with 
that of the Rouen tracery, compare Plates III. and VIII., he 
kept the cnsps witliin them perfectly flat, decorated, if at all, 
with a trefoil (Palazzo Foscari), or fillet (Doge's Palace) just 
traceable and no more, so that the qnatrefoil, cut Jis shai-ply 
through them as if it had been struck out by a stamp, told 
upon the eye, with all its four black leaves, miles away. No 
knots of flowerwork, no ornaments of any kind, were suffered 
to interfere with the purity of its form : the cusp is usually 
quite sharp; but slightly truncated in the Palazzo Foscari, and 
charged with a simple ball in that of the Doge ; and the glass 
of the window, where there was any, \vas, as we have seen, 
thrown back behind the stone-work, that no fljishes of light 
might interfere with its depth. Corrupted forms, like those of 
the Casa d’Oro and Palazzo Pisani, and several othci*s, only 
serve to show the majesty of the common design. 

XXII. Such are the principal circumstances traceable in 


the treatment of the two kinds of masses of light and darkness, 
in the hands of the earlier architects ; gmdation in the one, 
flatness in the other, and breadth in both, being the qualities 
sought and exhibited by every possible expedient, up to the 
period when, its we have before stated, the line was substituted 
for the mass, as the means of division of surface. Enough 
has been said to illustrate tbis, as regards tracery ; but a word 
or two is still necessary respecting tiie mouldings. 

Tiiose of the earlier times were, in the plurality of instances, 
composed of alternate square and cylindrical shafts, variously 
associated and proportioned. 'Where concave cuttings occur 
as in the beautiful west doors of Bayeux, they are between 
cylindrical shafts, which they throw out into broad light The 
eye m all cases dwells on broad sni-faces, and comnionlv upon 
few. In courae of time, a low ridgy process is seen einerging 
a ong the outer edge of the cylindrical shaft, forming a line of 
hght upon It and destroying its gradation. Hardly traceable 
at fii-st (as on the alternate rolls of the north door of Rouen), 
It grows and pushes out as gi-adually as a stag's horns: sharp at 
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first on tlie edge ; but, becoming prominent, it receives a trim. 

cation, and becomes a definite fillet on the face of the roll. Not 
• • 

yet to be checked, it pushes forward until the roll itself becomes 
subordinate to it, and is finally lost in a slight swell upon its 
sides, while the concavities have all the time been deepening 
and enlarging behind it, until, from a succession of square or 
cylindrical masses, the whole moulding has become a series of 
concaintiea edged by delicate fillets, upon which (sharp linesoi 
light, observe) the eye exclusively rests. AVliile this has been 
taking place, a similar, though less total, change has affected 
the flowerwork itself. In Tiate I. fig. 2 («), I have given two 
from the transepts of Rouen. It will be observed how abso- 
lutely tlie eye rests on the forms of the leaves, and on tlie three 
berries in the angle, being in light exactly what the trefoil is in 
darkness. These mouldings nearly adhere to the stone ; and 
are very slightly, though sharply, undercut. In process of timCj 
the attention of the architect, instead of resting on the loaves, 
went to the stalks. These latter were elongated (ft, from the 
south door of St. Lo); and to exhibit them better, the deep 
concavity was cut behind, so as to throw them out in lines of 
light. The system was carried out into continually increasing 
intricacy, until, in the transepts of Beauvais, we have brackets 
and flamboyant traceries, composed of twigs without any leaves 
at all. This, however, is a partial, though a siifliciently charac- 
teristic, caprice, the leaf being never genendly banished, and m 
the mouldings round those same doors, beautifully managed, 
but itself rendered liny by bold marking of its ribs and veins, 
and by turning up, and crisping its edges, large intermediate 
spaces being always left to be occupied by intertwining stems 
(c, from Caudebec). The trefoil of light formed by berries or 
acorns, though diminished in value, was never lost up to the 

last period of living Gothic. 

XXIII. It is interesting to follow into its many rammea- 
tions, the influence of the corrupting principle; but we have 
seen enough of it to enable us to draw our practical conclusion 
—a conclusion a thousand times felt and reiterated in the ex- 
perience and advice of every practised artist, but never often 
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enough repeated, never profoundly enough felt. Of composi- 
tion and invention much has been written, it seems to mo 
vainly, for men cannot he taught to compose or to invent ; of 
these, the highest elements of Power in architecture, I do not, 
therefore, speak; nor, here, of that peculiar restraint in the 
imitation of natural forms, which constitutes the dignity of 
even the most luxuriant work of the great periods. Of this 
restraint I shall say a word or two in the next Cliapter ; press- 
ing now only the conclusion, as pmctically useful as it is cer- 
tain, that the relative majesty of huildings depends more on 
the weight and vigor of their masses than ou any other attri- 
bute of their design : mass of everything, of bulk, of light, of 
darkness, of color, not mere sum of any of these, but breadth of 
them ; not broken light, nor scattered darkness, nor divided 
weight, but solid stone, broad sunshine, starless shade. Time 
would fail me altogether, if I attempted to follow out the range 
of the principle ; there is not a feature, however ajiparently 
trifling, to which it cannot give power. The wooden tillings 
of belfry lights, necessary to protect their interioi-s from min, 
are in England usually divided into a nuniher of neatly exe- 
cuted cross-bars, like those of Venetian blinds, which, of 
couree, become as conspicuous in their sharpness as they are 
uninteresting in their precise carpentry, multiplying, more- 
over, the horizontal lines which directly contradict those of 
the architecture. Abi*oad, such necessities are met by three or 
four downright penthouse roofs, reaching each from within 
the window to the outside shafts of its mouldings ; instead of 
the horrible row of ruled lines, the space is thus divided into 
four or five grand masses of shadow, with grey slopes of roof 
above, bent or yielding into all kinds of delicious swells and 
curves, and covered with warm tones of moss and lichen. Very 
often the thing is more delightful than the stone-work itself, 
and all because it is broad, dark, and simple. It mattci-s not 
how clumsy, how common, the means are, that get weight and 
shadow — sloping roof, jutting porch, projecting balcony, hol- 
low niche, massy gargoyle, frowning parapet ; get but gloom 
and simplicity, and all good things will follow in their place 
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and tifiie ; do but design with the owl’s eyes first, and you will 


gain the falcon’s afterwards. 

XXIV. I am grieved to have to insist upon what seems 
so simple : it looks trite and commonplace when it is written, 
but pardon me this: for it is anything but an accepted or un- 
derstood principle in practice, and the loss excusably forgotten, 
because it is, of all the great and true laws of art, the easiest 
to obey. Tlie executive facility of complying with its demands 
cannot be too earnestly, too- frankly asserted. There are not 
five men in the kingdom who could compose, not twenty who 
could cut, the foliage with which the windows of Or Sail 
Michele are adorned ; but there is many a village clergyman 
who could invent and dispose its black openings, and not a 
village mason who could not cut them. Lay a few clover or 
wood-roof leaves on white paper, and a little alteration in their 
positions will suggest figures which, cut boldly through a slab 
of marble, would be worth more window traceries than an ar- 
chitect could draw in a summer’s day. There are few men 
in the world who could design a Greek capital ; there are few 


who could not produce some vigor of effect with leaf designs on 
Byzantine block : few who could design a Palladian front, or a 
fiamboyant pediment ; many who could build a S(juare mass 
like the Strozzi palace. But I know not liow it is, unless that 
our English hearts have more oak than stone in them, and 
have more filial sympathy with acorns tlian Alps; but all that 
we do is small and mean, if not worse — thin, and wasted, and 
unsubstantial. It is not modern work only; we have built 
like frogs and mice since the thirteenth century (except only in 
our casUes). What a contrast between the pitiful little pigeon- 
holes which stand for dooi-s in the east front of Salisbury, look- 
inglike the entrances to a beehive or a wasp’s nest, and the 
soaring arches and kingly crowning of tlic gates of Abbeville, 
Roiiei^ and Rheims, or the rock-hewn piers of Chartres, or the 
dark and vaulted porches and writhed pillai-s of Verona! Of 
domestic architecture what need is there to speak# How 
small, how cramped, how poor, liow miserable in its petty 
neatness is our best ! how beneath the mark of attack, and the 
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level of contempt, tlmt which is common witli us ! AVhat a 
strange sense of formalised deformity, of shrivelled precision, 
of starved accuracy, of minute misanthropy have we, as we 
leave even the inide streets of Picardy for the market towns of 
Kent! Until that street architecture of ours is hettered, until 
wc give it sonic size and boldness, until we give our windows 
recess, and our walls thickness, I know not how we can blame 
onr architects for their feebleness in more imjiortant work ; 
their eyes arc inured to narrowness and slightness : can we ex- 
pect them at a word to conceive and deal with brcailth and 
solidity? They ought not to live in our cities; there is that 
in their miserable walls which bricks up to death meirs imagi- 
nations, as surely as ever perished forsworn nun. An architect 
should live as little in cities as a painter. Semi him to onr 
hills, and let him study there what nature undeistands by a 
buttress, and what by a dome. There was something in the 
old power of architecture, which it had from the rcehiso more 
than from the citizen. The buildings of which I have sj^oken 
with chief praise, rose, indeed, out of the war of the piazza, 
and above the fury of the populace : and Heaven ferbid that 
for such cause we should ever have to lay a larger stone, or 
rivet a firmer bar, in our England ! But we have other sources 
of power, in the imagery of our iron coasts and azure liills ; 
of power more pure, nor less serene, tlian that of tlie hermit 
spirit which once lighted with white lines of cloistci-s the 
glades of the Alpine pine, and raised into ordered spires tlie 
wild rocks of the Norman sea; M-liich gave to tlie temple o^te 
the depth and darkness of Elijah’s Horeb cave; and lifted, 

out of the populous city, grey cliffs of lonely stone, into the 
midst of sailing birds and silent ail- 
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THE LAMP OF BEAUTY. 

I. It was stated, in tlie outset of the preceding chapter, 
that the value of architecture depended on two distinct char- 
acters : the one, tlic iin])ressiou it receives from human power; 
the other, the image it bears of the natural creation. I have 
endeavored to show in what manner its majesty was attribu- 
table to a sympathy with the effort and trouble of human life 
(a sympathy as distinctly perceived in the gloom and mystery 
of form, as it is in the melancholy tones of sounds). I desire 
now to trace that happier element of its excellence, consisting 
in a noble rendering of images of Beauty, derived chiefly from 
the external appearances of organic nature. 

It is irrelevant to our present purpose to enter into an}’- in- 
quiry respecting the essential causes of impressions of beauty. 

I have partly expressed my thoughts on this matter in a pre- 
vious work, and I hope to develope them hereafter. But since 
all such inquiries can only be founded on the ordinary under- 
standing of what is meant by the term Beauty, and since they 
presume that the feeling of mankind on this subject is univer- . 
sal and instinctive, I shall base my present investigation on 
this assumption ; and only asserting that to be beautiful which 
I believe will be granted me to be so without dispute, I would 
endeavor shortly to trace the manner in which this element of 
delight is to be best engrafted upon architectural design, what 
are the purest sources from which it is to be derived, and what 
the errora to be avoided in its pursuit. 

II. . It will be tliought that I have somewhat rashly limited 
the elements of architectural beauty to imitative forms. I do 
not mean to assert that every arrangement of line is directly 


THB LAMP OF BEAUTY. 


95 


suggested by a natural object ; but tliat all beautiful lines are 
adaptations of those whicli arc commonest in tlie external cre- 
ation ; that in proportion to the richness of their association, 
the resemblance to natural work, as a tyj>e and hclj), must be 
more closely attempted, and more clearly seen ; and that be- 
yond a certain point, and that a very low one, man cannot ad- 
vance in the invention of beauty, without directly imitating 
natural form. Thus, in the Doric temjde, the tng]y])h and cor- 
nice are uiiimitative ; or imitative only of artificial ciittiiK»-s of 
wood. No one would call these members l)eautifid. Tlieir 


influence over us is in their severit}' and sijn])licity. The 
fluting of the column, which I doubt not was the Greek sym- 
bol of the bark of the tree, was imitative in its origin, and 
feebly resembled many caniculated organic structures. Beauty 
is instantly felt iu it, but of a low order. The dec<ji'ation 
proper was sought in the true forms of organic life, and those 
chiefl}’’ human. Again : the Doric capital was uiiimitative ; 
but all the beauty it bad was dependent on the precision of its 
-ovolo, a natural curve of the most frequent oecurronco. The 
Ionic capital (to my mind, as an architectural invention, exceed- 
ingly base) nevertheless depended for all the beauty that it had 
on its adoption of a spiral line, perhaps tlic commonest of all 
that characterise the inferior orders of animal organism aiul 

habitation. Farther progress could not be made without a di- 
rect imitation of the acanthus leaf. 


Again : the Romanesque arc)i is beautiful as an abstract 
line. Its type is always before us in that of the apparent vault 
of heaven, and horizon of the earth. The cylindrical pillar is 
always beautiful, for God has so moulded the stem of every 
tree that it is pleasant to the eyes. The i>oiiited arch is bcaii- 
titul ; It IS the termination of every leaf that shakes in snmincr 

fVnm’trV^r «ssociations are directly borrowed 

from the trefoiled grass of the field, or from the stam of its 

flowers. Further than this, man’s invention could not reach 

^-thout frank imitation. His next step was to gXr^h; 

flowem themselves, and wreathe them in his capitals. 

ii. JNow, I would insist especially on the fact, of which I 
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doubt not tliat further illustrations will occxir to the mind of 
every reader, that all most lovely forms and thoughts are 
directly taken from natural objects ; because I would fain be 
allowed to assume also the convei'se of this, namely, that forms 
which are not takeiJ from natural objects muat be ugly. I 
know this is a bold assumption ; but as I have not space to 
reason out the points wherein essential beauty of form con- 
sists, that being far too serious a work to he undertaken in a 
bye way, I have no other resource than to use this accidental 
mark or test of beauty, of whose truth the considerations 
which I hope hereafter to lay before the reader may assure 
liim. I .«ay an accidental mark, since forms are not beautiful 
because they are copied from nature; only it is out of the 
power of man to conceive beauty without her aid. I believe 
the reader will grant me this, ev(Mi from the e.xamples above 
advanced ; the degree of confidence with which it is granted 
must attach also to his acceptance of the conclusions which 
will follow from it; but if it be granted frankly, it will 
enable me to determine a matter of very essential impor- 
tance, namelv, what is or is i)ot ornament. For there are 
many forms of so called decoration in architecture, habitual, 
and i-cceived, therefore, with ajiproval, or at all events without 
any venture at expression or dislike, which I liave no hesi- 
tation in asserting to he not ornament at all, hut to be ugly 
tilings, tlie expense of which ought in truth to beset down 
in ^iic architect's contract, as “ For Monstrification.” I be- 
lieve that we regard these customary deformities with a savage 
complacency, as an Indian docs his flesh patterns and ]iaint 
(all nations being in certain degrees and senses savage). I be- 
lieve that I eaii prove tliern to he monstrous, and I hope 
hereafter to do so conclusively : hut. meantime, I can allege in 
defence of my persuasion nothing hut this fact of their being 
unnatural, to “which the reader must attach such weight as lie 
tliinks it deserves. There is, however, a peculiar difficulty m 
using this proof ; it requires the writer to assume, very imper- 
tinently, that nothing is natural hut what he has seen or 
supposes to exist. I would not do this ; for I suppose there is 
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no conceivable foiTn or grouping of forms but in some part «)f 
the univei'se an example of it may be found. But I think I 
am justified in considering those forms to be most natural 
which are most frequent ; or, i-atlicr, tiuit on the shapes wliicli 
in the every-day world arc familiar to the eyes of men, God 
has stamped those characters of beauty which lie has made 
it man’s natiu-e to love ; while in certain exceptional forms 
He luis shown that the adoption of the others was not a 
matter of necessity, but j>art of the adjusted liarinoiiy of cre- 
ation. I believe that thus we may' reason fi'om Krecpicney 
to Beauty, and vice versa} that knowing a thing to be fre- 
quent, we may assume it to be beautiful ; and assume tliat 
which is most frequent to be most beautiful : I mean, of 
course, visihhj frequent ; for the forms of things wliich are 
hidden in caverns of the earth, or in the anatomy of animal 
frames, are evidently not intended by their Maker to hear 
the habitual gaze of man. And, again, by frequency I mean 
that limited and isolated frequency' which is characteristic of 
all perfection ; not mere multitude : as a rose is a common 
flower, but y’ct there arc not so many roses on the tree as 
there are leaves. In this respect Nature is sjiaiing of her 
highest, and lavish of her less, beauty ; but I Ciill the flower 
as frequent as the leaf, because, each in its allotted quantity, 
M'hcrc the one is, there will ordinarily be the other. 

IV. The first so-called ornament, then, which I would 
attack is that Greek fret, now, I believe, usually known by 
the Italian name Guilloche, which is exactly a case in point. 
It so happens tliat in crystals of bismuth, formed by the un- 
agitated cooling of the melted metal, there occurs a natural 
resemblance of it almost perfect. But crystals of bismuth 
not only are of unusual occurrence in eveiy-day life, but 
their form is, as far as I know, unique among minenils ; and 
not only unique, but only attainable by an artificial process, 
the metal itself never being found pure. I do not remember 
any other substance or arrangement which presents a resem- 
blance to this Greek ornament ; and I think tlmt I may trust 
iny remembrance as including most of the arrangements which 
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occur in tlie outward forms of common and familiar things. 
On this ground, tlien, I allege that ornament to be ugly; or, 
in the literal sense of the word, monstrous ; different from 
anything which it is the nature of man to admire: and I 
think an iincarved fillet or plinth infinitely preferable to one 
covered with this vile concatenation of straight lines : unless 
indeed it be employed as a foil to a true ornament, whicli it 
may. perhaps, sometimes with advantage; or excessively 
small, as it occure on (roiiis, the harshness of its arrangement 
being less perceived. 

V. Often in association with this liorriblc design we find, 
in Greek works, one which is as beautiful as this is painful — 
tluit egg and dart moulding, whose perfection in its place and 
way, has never been surpassed. And why is this '^ Simply 
because the form of which it is chiefly composed is one not 
only familiar to us in the soft housing of the bird’s nest, but 
happens to be that of nearly every j)ebble that rolls and mur- 
murs under the surf of the sea, on all its endless shore. And 
with that a peculiar accuracy ; for the mass which bcai*s the 
light in this moulding is not in good Greek work, as in the 
frieze of the Erechthenm, merely of the shape of an egg. It 

jiaUened on the upper surface, with a delicacy and keen 
sense of variety in the curve which it is impossible too highly 
to praise, attaining exactly that flattened, imperfect oval, winch, 
in nine cases out of ten, will be the form of the pebble lifted 
at I’andom from the rolled beach. Leave out this flatness, and 
the moulding is vulgar Instantly. It is singular also that the 
insertion of this rounded form in the hollow recess has a 
painted. ty|)e in the plumage of the Argus j)heasant, the eyes 
of whose feathers are so shaded as exactly to i-eprcsent an oval 
form ])lat'ed in a hollow. 

VI. It will evidently follow, upon our a])plication of this 
test of natural resemblance, that we shall at once conclude that 
all perfectly beautiful forms must be comjwsed of curves ; since 
there is liardly any common natural form in whieli it is possi- 
ble to discover a straight line. Nevertlieless, Architecture, 
having necessarily to deal with straiglit lines essential to its 
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purposes in many instances and to the expression of its power 
in others, must frequently be content witli that measure of 
beauty wliich is consistent with such primal forms ; and wc 
may presume tliat utmost measure of beauty to liav’c been 
attained when the arrangements of such lines are consistent 
with the most frequent natural groupings of them wc can dis- 
cover, although, to find right lines in nature at all, wc may 
be compelled to do violence to her finished work, break 
through the sculptured and colored surfaces of her crags, and 
examine the processes of tlieir crystallisation. 

VIL I have just convicted the Greek fret of ugliness, be- 
cause it has no precedent to allege for its ai-rangement exee])t 
an artificial form of a i-arc metal. ]^et us bring into court an 
ornament of Lombard architects, Plate XII. fig. 7, as exclu- 
sively composed of right lines as the other, only, observe, witli 
the noble element of shadow added. This ornament, taken 
from the front of the Cathedral of Pisa, is uiiivcrsjil tlirough- 
out the Lombard churches of P'lsa, Lucca, Pistoja, and Flo- 
rence; and it will be a grave stain upon them if it cannot 
be defended. Its fii-st apology for itself, made in a huny, 
sounds marvellously like the Greek one, and highly dubious! 
It says that its terminal contour is the very image of a care- 
fully prepared artificial crystal of common salt. Salt being, 
however, a substance considei-ably more familiar to ns than 
bismuth, the chances are somewhat in favor of the accused 
Lombard ornament ah'oady. But it lias more to s;iy for itself, 
and more to the purpose; namely, tliat its main outline is one 
not only of natui-al crystallisation, but among the very fii-st and 
comniouest of crystalline forms, being the primal condition of 
tlie occurrence of the oxides of iron, copper, and tin, of the 
eulpl.urets of iron and lead, of fiuor spar, &c. ; and that those 
projecting forms in its surface represent the conditions of 
stnicture which effect the change into another relative and 
equally common crystalline form, the cube. This is quite 
enough. We may rest assured it is as good a combination of 

such simple right lines as can be put together, and gracefully 

fitted for every place in which sucli lines are necessary 
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VIIT. The next ornament whose cause I would try is that 
of our Tudor work, the portcullis. Keticulation is common 
enougli in natural form, and very beautiful ; but it is either of 
the most delicate and gauzy texture, or of variously sized 
meshes and undulating lines. There is no family relation be- 
tween portcullis and cobwebs or beetles’ wings ; something like 
it. ])erhaj>s, may be found in some kinds of crocodile armor and 
on the backs of the Northern divers, but always l>eautifiilly 
varied in size of mesli. Tliere is a dignity in the thing itself, 
if its size were exliibited, and tlie shade given through its 
bai's; but even these merits arc taken away in the Tudor 
diminution of it, set on a solid surface. It has not a single 
syllable, I believe, to say in its defence. It is another mon- 
ster, absolutely and unmitigatedly frightful. All that carv- 
ing on Henry the Seventh's Chapel simijly deforms the stones 


of it. 

In the same clause with the portcullis, wc may condemn all 
heraldic decoration, so far as beauty is its object. Its jn-ide and 
significance liave tlieir proper place, fitly oceui-ring in promi- 
nent jjarts of the building, as over its gates ; and allowably in 
places where its legendary may be plainly read, as in }>ainted 
windows, bosses of ceilings, tkc. And sometimes, of coui'se, 


the forms which it presents may be beantiful, as of animals, or 
simple symbols like the flcnr-de-lis ; but, for the most part, 
heraldic similitudes and arrangements are so professedly and 
pointedly unnatural, that it would be difficult to invent any- 
thin''- mdier : and tlie use of tliem as a repeated decoration 
will utterly destroy both the power and beauty of any build- 
ing. Common sense and courtesy also forbid their repetition. 
It is right to tell those who enter your doors tluit you are such 
a one, and of such a rank ; but to tell it to them again and 
again, wlierever they turn, becomes soon impertinence, and at 
list folly. Let, therefore, the entire bearings occur in few 
places, and these not considered sis an ornament, but as an in- 
scription; and for frequent appliance, let any single and fair 
symbol be chosen out of them. Thus wc may multiply iid 
much as wc choose the French fleur-de-lis, or the Florentine 
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giglio bianco, or tbe English rose ; but -we must not multiply 
a King’s arms. 

IX. It will also follow, from these considerations, that if 
any one part of heraldic decoration be worse than anothei*, it 
is the motto ; since, of all things unlike nature, the forms of 
letters are, perhaps, the most so. Even graphic tclluriuin and 
felspar look, at their clearest, anything but legible. All letters 
are, therefore, to be considered as frightful things, and to be 
endured only upon occasion ; that is to s.a>’, in ])laces where 
the sense of the inscription is of more impniTance than exter- 
nal ornament. Inscriptions in churches, in rooms, and on pic- 
tures, are often desirable, but they arc not to be considered ns 
architectural or pictorial ornaments : they are, on the contrary, 
obstinate offences to the eye, not to be suffered cxccj»t when 
their intellectual office introduces them. Place them, there- 
fore, where they will be read, and tlierc only ; and let them 
be plainly written, and not turned upside down, nor wiong 
end first. It is an ill sacrifice to beauty to make that illegi- 
ble whose only merit is in its sense. Write it as you would 
speak it, simply ; and do not draw the eye to it when it 
would fain rest elsewhere, nor recommend your sentence by 
anything but a little openness of place and architectural silence 
about it. Write the Commandments on the church walls 
where they may be plainly seen, but do not pnt a dash and a 
tail to every letter ; and remember that you arc an architect, not 
a writing master. 

X. Inscriptions appear sometimes to be introduced for the 
sake of the scroll on which they are written ; and in late and 
modern painted glass, as well as in architecture, these scrolls 
are flourished and tunicd hither and thither as if they were 
ornamental. Ribands occur frequently in ambesques,— in some 
of a high order, too,— tying up flowere, or flitting in and out 
among the fixed forms. Is there anything like ribands in na- 
ture ? It might be thought that grass and sea-weed afforded 
apologetic types. They do not. There is a wide difference 
between their structure and tliat of a riband. They liave a 
skeleton, an anatomy, a central rib, or fibre, or fiamework of 



102 


THE LAMP OF BEAUTY. 


some kind or another, which has a beginning and an end, a 
root and head, and whose make and strength effects every di- 
rection of their motion, and every line of their form. The 
loosest weed that drifts and waves under the heaving of the 
sea, or hangs lioavily on the brown and slippery shore, has a 
marked strengtli, structure, elasticity, gradation of substance ; 
its extremities are more finely fibred than its centre, its cen- 
tre than its root; every fork of its ramification is measured 
and }>roportioned ; every wave of its languid lines is love. It 
has its allotted size, and place, and function; it is a specific 
creature. Wliat is there like this in a riband ? It has no struc- 
ture : it is a succession of cut tlu-eads all alike ; it has no skel- 
eton, no make, no form, no size, no will of its own. You cut 
it and crush it into what you will. It has no strength, no 
languor. It cannot fall into a single graceful form. It cannot 
wave, in the true sense, but only flutter : it cannot bend, in the 
tnie sense, but onlv turn and be wrinkled. It is a vile thins:; 
it spoils all that is near its wretched film of an existence. 
Never use it. Let the flowci*s come loose if they cannot keep 
tojrethcr without beinsrtied; leave the sentence unwritten if 
you cannot write it on a tablet or book, or j>lain roll of paper. 
I know what authority there is against me. I remember the 
scrolls of Perugino’s angels, and the ribands of Raphael’s ai'a- 
bcsijues, and of Ghiberti’s glorious bronze flowers: no matter; 
they are eveiy one of them vices and uglinesses. Raphael usually 
felt thi.<, and used an honest and rational tablet, as in the iMa- 
donna di Fuligno. I <lo not say there is any type of such tab- 
lets in natui*c, but all the difference lies in the fact that tlie 
tablet is not considered as an ornament, and the riband, or fly- 
ing scroll, is. The tablet, as in Albert Durcr’s Adam and Eve, 
is introduced for tlie sake of the writing, understood and al- 
loAvcd as an ugly but necessary interruption. The scroll is 
extended as an ornamental form, which it is not, nor ever can 
be. 

XI. But it will be said that all this want of organisation 
and form might be affirmed of drapery also, and that this 
latter is a noble subject of sculpture. By uo means. When 
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was drapery a subject of sculpture by itself, except in the 
form of a liandkercliief on urns in thcscventcentli century and 
in some of the baser scenic Italian decorations ? Drapery, as 
such, is always ignoble; it becomes a subject of interest only 
by the colei's it bcai's, and the impressions wliich it receives 
from some foreign form or force. All noble draperies, either 
in painting or sculpture (color and te.xtui'c being at present out 
of our consideration), have, so far as they arc anything more 
than necessities, one of two great functions ; they ai'e the ex- 
ponents of motion and of gravitation. They arc the mo.«t val- 
uable means of expressing pastas well as present motion in the 
figure, and they are almost the only means of indicating to tlic 
eye the force of gmvity which resists such motion. The 
Greeks used drapery iii sculpture for the most part as an ugly 
necessity, but availed themselves of it gladly in all roju’csentju 
tion of action, exaggerating the arrangements of it wideli ex- 
press lightness in the material, and follow gesture in tlie per- 
son. The Christian sculptors, caring little for the body, or 
disliking it, and depending exclusively on the countenance, re- 
ceived drapery at first contentedly as a veil, but soon i)crceived 
a capacity of expression in it whicli the Greek liad not seen or 
had despised. The principal element of this expression was* 
the entire removal of agitation from what was so pre-eminently 
capable of being agitated. It fell from their liuman forms 
plumh down, sweeping the ground heavily, and concealing the 
feet ; wliile tlie Greek drapery was often blown away from tlie 
thigh. Tlie thick and coarse stuffs of the monkisli dresses, so 
absolutely opposed to the thin and gauzy web of antique ma- 
terial, suggested simplicity of division as well as weight of 
fall. There was no crushing nor subdividing them. And thus 
the drapery gradually came to represent the spirit of repose as 
It before had of motion, repose saintly and severe. The wind 
had no power upon the garment, as the passion none upon tlio 
soul; and the motion of the figure only bent into a softer line 
the stillness of the falling veil, followed by it like a slow cloud 

by drooping rain : only in links of lighter undulation it fol- 
lowed the dances of the angels 

* 
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Thus treated, drapery is indeed noble ; bnt it is ^ an expo- 
nent of otlier and higher things. As that of gravitation, it 
has especial majesty, being literally the only means we have 
of fully representing this mysterious natural force of earth (for 
falling water is less passive and less defined in its lines). So, 
again, in sails it is beautiful because it receives the forms of 
solid curved surface, and expresses the force of another invisi- 
ble element. But drapery tnistcd to its own merits, and given 
for its own sake, — drapery like that of Carlo Bolci and the 
Caraccis, — is always base. 

XII. Closely connected with the abuse of scrolls and bands, 
is that of garlands and festoons of flowers as an architectural 
decoration, for unnatural arrangements are just as ugly as un- 
natural forms; and architecture, in borrowing tlic objects of 
nature, is bound to place them, as far as may be in her power, 
in such associations as may befit and express their origin, bhe 
is not to imitate directly the natural arrangement; she is not 
to carve irregular stems of ivy up her columns to account for 
the leaves at the top, but she is nevertheless to place her most 
exuberant vegetable ornament just where Nature would have 
placed it, and to give some indication of that radical and con- 
nected structure which Nature would have given it. Thus the 
Corinthian capital is beautiful, because it expands under the 
abacus just as Nature would have expanded it; and becaiise it 
looks as if the leaves had one root, though that root is iinsccn. 
And the flamboyant leaf mouldings are beautiful, because they 
nestle and run up tlie hollows, and fill the angles, and cla.sp 
the siiafts which natural leaves would have delighted to fill 
and to clasp. They are no mere cast of natural leaves; they 
are counted, orderly, and architeetural : but they aro naturally, 

and therefore beautifully, plaeed. 

XIII. Now I do not mean to say that Nature never uses 

festoons: she loves them, and uses them lavishly; and though 
she does so only in those places of excessive luxuriance wherein 
it seems to me that architectural types should seldom be sought, 
yet a falling tendril or pendent bough might, if managed with 
freedom and grace, be well introduced into luxuriant decora- 
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tion (or if not, it is not tlieir want of beauty, but of arcbitcc- 
tiiral fitness, which incapacitates them for such uses;, lint 
wliat resemblance to such examj^lc can we trace in a mass of all 
manner of fruit and flowers, tied heavily into a loii^ bunch, 
thickest in the middle, and pinned up by both ends against a 
dead wall ? For it is sti-ange tliat the wildest and most fanciful 
of the builders of tmly luxuriant architecture never ventured, 
60 far as I know, even a pendent tendril ; while the severest 
masters of the revived Greek permitted this extraordinary piece 
of luscious ugliness to be fastened in the middle of their blank 
surfaces. So surely as this arrangement is adopted, the whole 
value of the flower work is lost. Who among the crowds that 
gaze upon the building ever pause to admire the flower work of 
St. Paul’s? It is as careful and as rich as it can be, yet it adds 
no deliglitfulness to the edifice. It is no part of it. It is an 
ugly excrescence. AVe always conceive the building without it, 
and should be happier if our concejjtion were not disturbed by 
its presence. It makes the rest of the architecture look pov- 
erty-stricken, instead of sublime ; and yet it is never enjoyed 
Itself. Had it been put, where it ought, into the capitals, it 
would have been beheld with never-ceasing delight. I do not 
moan that it could have been so in the present building, for such 
kind of architecture has no business with rich ornament in 
anyplace; but that if those groups of flowere liad been put 
into natural places in an edifice of another style, their value 
would have been felt as vividly as now their uselessness. What 
applies to festoons is still more sternly true of garlands. A 
ffailand is meant to be seen upon a bead. There it is beautiful 
clause we suppose it newly gathered and jo^^iilly worn. But 
IS not meant to be hung upon a wall. If you want a circular 

lalt Zr. 'poking as if they had been used in tl,e 

XTv’ n "Poo ‘>>0™ * 

2^1 One of the worst enemies of modem Gothic archi- 
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tccturc, though seemingly an unimportant feature^is an excres- 
cence, as offensive by its poverty as the garland by its pi'ofiision, 
the dripstone in the shape of the handle of a chest of drawee, 
which is nsed over the square-headed windows of what we call 
Kliz^betban buildings. In the last Chapter, it will be remem- 
bered that the scpiare form was sho\ni to be that of pre-eminent 
I^owcr, and to be properly adapted and limited to the exhibition 
of space or surface. Ilence, when the window is to be an 
exponent of power, as for instance in those by M. Angelo in 
the lower story of the Palazzo Kicardi at Florence, the square 
head is tlie most noble form they can assume ; but then either 


their space must be unbroken, and their associated mouldings 
the most severe, or else tlie square must be used as a finial out- 
line, and is chiefly to be associated with forms of tracery, in 
which the relative form of power, the circle, is predominant, as 
in Venetian, and Florentine, and Pisan Gothic. But if you 
break upon your terminal square, or if you cut its lines off at 
the top and turn them outwards, you have lost its unity and 
space. It is an including form no longer, but an added, isolated 
line, and the ugliest possible. Look abroad into the landscape 
and see if you can discover any one so-bent and fragmentary 

as that of tiiis strange windlass-looking dripstone. You cannot. 

It is a monster. It unites every element of ugliness, its line 
is harshly broken in itself, and unconnected witli every other; 
it has no harmony cither with structure or decoration, it has no 
architectural support, it looks glued to the wall, and tlic only 
]>lcasant property it has, is the appearance of some likelihood 

of its dropping off. t t • i- T 

I miMit proceed, but the task is a weary one, and i tlimk i 

have named those false forms of decoration which arc most 
daimcrous in our modern architecture as being legal aiul ac- 
cented The barbarisms of individual fancy are as countless 
as tbev arc contemptible; they neither admit attack nor are 
worth it; but these above named are con iitcnaiiccd, some y 
the practice of antiquity, all by high authority: they have de- 
pressed the proudest, and contaminated the purest schools, and 
are so established in recent practice that I write rathei foi th 
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barren satisfaction of bearing witness against tlicm, tlian witli 
hope of inducing any serious convictions to their prejudice. 

XY. Thus far of what is not ornaiiicnt. What ornament 
is, will without difficulty be determined by the application of 
the same test. It must consist of such studious arrangements 
of form as are imitativ'c or suggestive of those wliicli arc com- 
monest among natuml existences, tliat being of course the no- 
blest ornament which represents the liighcst orders of existence. 
Imitated flowet'S are nobler than imitated stones, imitated ani- 
mals, than flowers; imitated human form of all animal forms 
the noblest. Bnt all are combined in the ricliest ornamental 
work; and the rock, the fountain, the liowing river with its 
pebbled bed, the sea, the clouds of Heaven, the herb of tlic 
field, the fruit-tree hearing fruit, the creeping thing, the Inrd, 
the beast, the man, and the angel, mingle their fair forms on 
the bronze of Ghiberti. 


Every thing being then ornamental that is imitative, I 
would ask the readers attention to a few general considerations, 
all that can here be offered relating to so vast a subject ; which, 
for convenience sake, may be classed under the three licads (tf 
iiKpiiry: — What is the right place for architectural ornament ? 
What is the peculiar treatment of ornament which renders it 
aichitcctural ? and what is the right use of color as associated 
with architectural imitative form ? 


X\ I. What is tlie place for oniament? Consider fi ret that 
the characters of natural objects which the arcliitect can repre- 
sent are few and abstract. The greater ])art of those deliglits 
by wliich Nature recommends herself to man at all times, can- 
not be conveyed by him into his imitative work. He cjumot 
inake liis grass green and cool and good to rest upon, which 
m nature is its chief use to man ; nor can lie make Ids flowera 
tender and full of color and of scent, which in nature arc their 
chief powers of giving joy. Those qualities wldcli alone he 
can secure are certain severe characters of form, such as men 
ony see in nature on deliberate examination, and by tlie full 
and set appliance of sight and thought : a man must lie down 
on the bank of grass on his breast and set himself to watch 
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and penetrate the intertwining of it, before he finds that which 
is good to be gatliered hy the areliitect. So then while Nature 
is at all times pleasant to ns, and while the sight and sense of 
her work may mingle liappily with all our tlioughts, and 
labors.* and times of existence, that image of her which the 
architect carries away represents what we can only perceive in 
her by direct intellectual exertion, and demands from us, 
wherever it appears, an intellectual exertion of a similar kind 
in order to undei'stand it and feel it. It is the written or 
scaled impression of a thing sought out, it is the shaped result 
of iiupiiry and bodily expression of thought. 

XVII. Now let us eotjsider for an instant what would be 


the effect of continually rej)eating an expression of a beautiful 
thought to anv other of the senses at times when the mind 
could not address that sense to the understanding of it. Sup- 
pose that in time of serious occupation, of stern business, a 
companion should repeat in our care continually some favorite 
passage of j)oetry, over and over again all day long. "We 
should not only soon he utterly sick and weary of the sound 
of it, but that sound would at the end of the day have so sunk 
into the liahit of tlie ear that the entire meaning of the pas- 
sage would bo dead to us, and it would ever thenceforward 
require some effort to fix and recover it. Tlic music of it 
would not meanwhile have aided the business in hand, while 
its own dclightfnlncss would thenceforward be in a inc^ure 
destroyed. It is the same with every otlicr form of definite 
thougiit. If yon violently present its expression to tlie senses, 
at times when the mind is otherwi.se engaged, that expression 
will be ineffective at the time, and will have its sliarpness and 
clearness destroyed for ever. !Much more if you pre.sent it to 
the mind at times wlicn it is painfully affected or disturbcc . 
or if you associate tlic expression of pleasant thought v i i 
ineoiigi-uous circumstances, you will affect tliat expression 

thenceforward witli a painful color for ever. 

XVIII. Apply this to expressions of thought received by 

the eye. Reinciiiber that the eye is at your mercy more than 
the ear. “ Tlic eve it cannot choose but see.” Its nerve is 


THE LAMP OF BEAUTT. 


109 


not so easily numbed as that of the ear, and it is often busied 
in tracing and watching forms when tlic car is at rest. Xow 
if you present lovely forms to it when it cannot call the mind 
to help it in its work, and among objects of vnlgjir use and 
unhappy position, yon will neither please the C3'e nor elevate 
the vulgar object. But j'oii will till and weaiy the e\'e with 
the beautiful form, and 3’ou will infect that form itself with 
the viilgarit}' of the thing to which you have violent!3' attached 
it. It will never be of much use to you any more ; you liavc 
killed or dutiled it ; its freshness and i)urit3' are gone. You 
will have to pass it through the lire of much thought befoi*e 
you will cleanse it, and warm it with much love before it will 
revive. 


XrX. Hence then a general law, of singular importance in 
the present da3% a law of simple common sense, — not to deco- 
rate things belonging to purposes of active and occupied life. 
Wherever 3’ou can rest, there decorate ; where rest is for- 
bidden, so is beaut3'. You must not mix ornament with bn.si- 
ness, any more than you may mix play. Work tir.^t, and tlien 
lest. Work fii-st and then gaze, but do not use golden plougli- 
shares, nor bind ledgere in enamel. Do not thrash with sculp- 
tured flails : nor put bas-reliefs on millstones. AVhat ! it will 
be asked, are we in the habit of doing so ? Even so ; always 
and everywhere. The most familiar position of Gieek mould- 
ings is m tliese days on shop fronts. There is not a trades- 
man’s sign nor shelf nor counter in all the streets of all our 
cities, which has not upon it ornaments which were invented 
to adonj temples and beautify kings’ palaces. There is not 
le smallest advantage 111 them where tliey are. Absolutely 
va ue ess utterly \nthout the power of giving pleasure, they 
only satiate the eye, and vulgarise their own forms. Many of 

thoroughly good copies of fine things, 
Vhich things themselves we shall never, in consequence, enjoy 

y more. Many a pretty heading and gi-aceful bracket there 
m wood^ or stucco above our groceiV and cheese-mongers’ 

® tradesmen cannot under- 

stand that custom is to be had only by selling good tea and 
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cheese and cloth, and that people come to them for their lion- 
esty, and tlieir readiness, and their rijflit wares, and not be- 
cause they have Greek cornices over their windows, or their 
names in large gilt letters on their house fronts ? how pleas- 
urable it would be to liave the power of going thiongh the 
streets of London, pulling down those brackets and friezes and 
large names, restoring to the tradesmen the capital they had 
spent in architecture, and putting them on honest and equal 
terms, each with his name in black letters over his door, not 
shouted down the street from the upper stories, and each with 
a plain wooden shop casement, with small panes in it that 
])C0|)!e would not think of breaking in order to be sent to 
])rison ! ITow much better for them would it be — how' much 
iiappier. how' much wiser, to put their trust upon their owm 
truth and industry, and not on the idiocy of their customers. 
It is curious, and it says little for our national probity on the 
one hand, or prudence on the other, to see the whole system 
of our street decoration based on the idea that people must be 
baited to a shop as moths arc to a caudle. 

XX. But it will be said that much of the best wooden dec- 
oration of the middle ages was in sliop fronts. No; it was in 
hoH.se fronts, of which the shop was a part, and received its 


natural and consistent portion of the ornament. In those days 
men lived, and intended to live by their shops, and over them, 
all their days. They were contented with them and liappy in 
them : they were tlieir palaces and castles. They gave them 
therefore such decoration as made tliemselves liappy in their 
own habitation, and they g:ive it for their own sake. The 
ujiper stories were always the richest, and the shop was deco- 
rated chiefly about the door, which belonged to the house more 
than to it. And when our tradesmen settle to their shops in 
tlie same way, and form no plans respecting future villa archi- 
tecture, let their whole houses be decorated, and their sho])s 
too, but with a national and domestic decoration (1 shall speak 
more of this point in the sixth chapter). However, our cities 
arc for the most part too large to admit of contented dwelling 
in them throughout life ; and I do not say there is harm in 
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our present system of separating the simp from the dwelling- 
house; only where they are so separated^ let iis remeinher that 
the only reason for shoj) decoration is removed, and see that 
the decoration be removed also. 

XXI. Another of the strange and evil tendencies of tlic 
present day is to the decoration of the railroad station. Now, 
if there be any ])lace in the world in which people are de- 
prived of that portion of temper and discretion wliicli are 
necessary to the contemplation of beauty, it is there. It is 
the very temple of discomfort, and tlie only charity tliat flie 
builder can extend to us is to show ns, j)lainly as may be, Iu»w 
soonest to escape from it. Tlie whole system of railroad ti-av- 
elliiig is addressed to people wlio, being in a hurry, are there- 
fore, for the time being, miserable. No one woukl travel in 
that maimer who could help it — wlio had time to go leisurely 
over hills and between hedges, instead of tlirough tunnels and 
between banks : at least those who would, have no sense of 
beauty so acute as that we need consult it at the station. The 
railroad is in all its relations a matter of c;irnest business, to 
be got through as soon as possible. It transmutes a man from 
a ti*avellcr into a living parcel. For the time he has parted 
with the nobler characteristics of liis humanity for the sake of 
a planetary power of locomotion. Do not ask him to admire 
anything. You might as well ask the wind. Carry liim 
safel}^ dismiss him soon : he will thank you for nothing else. 
All attempts to please him in any other way are mere mockery, 
and insults to the tilings by which you endeavor to do so. 
There never was more flagrant nor impertinent folly than the 
smallest portion of ornament in anything concerned with I’ail- 
roads or near them. Keep them out of tlie way, take them 
througli the ugliest country jou can find, confess them the 
miserable things they are, and spend nothing upon them but 
for safety and speed. Give large salaries to eflicient servants, 
large prices to good manufacturers, large wages to able work- 
men ; let the iron be tough, and the brickwork solid, and the 
carriages strong. Tlie time is perhaps not distant when these 
iii-st necessities may not be easily met : and to increiisc expense 
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ill any other direction is madness. Better bury gold in the 
embankments, tlian put it in ornaments on the stations. 
AVill a single traveller be willing to pay an increased fare on 
the South AVestern, because the columns of the terminus are 
covered with patterns from Xineveh ? Ho will only care less 
for the Ninevite ivories in the British Museum : or on the 
Xorth Western, because there arc old English-looking span- 
drils to the roof of the station at Crewe ? He will only have 
less pleasure in their prototyjies at Crewe House. Bailroad 
architecture has or would have a dignity of its own if it were 
only left to its work. You would not put rings on the fingers 
of a smith at his anvil. 

XXII. It is not liowever only in these marked situations 
that the abuse of which I speak takes place. There is liardly, 
at present, an application of ornamental woi'k, which is not in 
some sort liable to blame of tlie same kind. We liave a bad 
liabit of trying to disguise disagreeable necessities by .some 
form of sudden decoration, which is, in all other places, asso- 
ciated with sueh necessities. I will name only one instance, 
tliat to which I have alluded before — the roses whicli conceal 
the ventilatoi’s in the flat roofs of our chapels. Many of those 
roses are of very beautiful design, borrowed from fine works: 
all their grace and finisli are invisible when they are so placed, 
but their general form is afterwards associated with tlie ugly 
buildings in wliicli they constantly occur; and all the beautiful 
roses of the early French and English Gothic, especially siicli 
elaborate ones as tliose of the triforium of Coiitauccs, are 
in consequence deprived of their pleasurable influence . and 
this without our having accomplished the smallest good by 
the use we have made of the dishonored form. Xot a sin- 
gle person in the congregation ever receives one ray of 
pleasure from tliose roof roses; they arc regarded with mere 
indiflterence, or lost in the general impression of harsh empti- 
ness. 

XXIII. Must not beauty, then, it will be asked, be souglit 
for in the forms wliieh we associate with our every-day life? 
Tes, if you do it consistently, and in places where it can be 
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calmly seen ; but not if you use the beautiful form only as a 
mask and covei'ing of the pi'ojjer conditions and uses of things, 
nor if you thrust it into the places set apart for toil. Ihit it 
ill the drawing-room, not into the workshop; put it upon do- 
mestic furniture, not upon tools of liandicraft. All men have 
sense of what is right in this manner, if they would only use 
and apply that sense; every man knows where and how beauty 
gives him pleasure, if he would only ask for it when it does 
so, and not allow it to be forced upon him when he does not 
want it. Ask any one of the passengci's over London Bridge 
at this instant whedier he cares about the forms of the bronze 
leaves on its lamps, and lie will tell you, No. Modify these 
forms of leaves to a less scale, and put thc.m on his milk-jug 
at breakfast, and ask him whether he likes them, and he will 
tell you, 1 . es. People have no need of teaching if they could 
only think and speak truth, and ask for what they like and 
want, and for nothing else : nor can a right disposition of beauty 
bo ever arrived at except by this common sense, and all(»wance 
for the circumstances of the time and place. It docs not fol- 
low, be^mse bronze leafage is in bad taste on the lamps of 
London Bridge, that it would bo so on those of the Ponte della 
Trinita ; nor, because it would be a folly to decorate the house 
fronts of Gracechurch Street, that it would be ccpiallyso to 
adorn those of some quiet provincial town. The question of 
greatest external or internal decoration depends entirely on the 
conditions of probable repose. It was a wise feeling which 
made the streets of Venice so rich in external ornament, for 
there 18 no couch of rest like the gondola. So, again, there is 
no subject of street ornament so wisely chosen as the fountain, 
where it is a foiintam of use ; for it is just there that perhaps 
he liappt pause takes place in the labor of the clay, when 
he pitcher is rested on the edge of it, and the breath of the 
teter IS drawn deeply, and the hair swept from the foreliead, 
and tlie uprightness of the form declined against the marble 
ledge and the sound of the kind w-ord or light langh miyes 

I' &e nitAer fin ^’'riller and sl.riller 

P fills. Wliat pause is so sweet as that — so full 
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of the depth of ancient days, so softened with the calm of pas- 
toral solitude ? 

XXIY. II. Tlius far, then, of the place for beauty. We 
were next to iiujuire into the charactei*s which fitted it pecu- 
liarly for architectural appliance, and into the principles of 


choice and of arransrement which best reirulate the imitation of 
natural forms in which it consists. Tlie full answering of 
these questions would be a treatise on the art of design: I intend 
only to say a few words respecting the two conditions of that 
art which are ef?sentially arcliitcctural, — Proportion and. Ab- 
straction. Xcither of these qualities is necessary, to the same 
e.xtcnt, in other fields of design. The sense of proportion is, 
by the landscape painter, frequently sacrificed to character and 
accident ; the power of abstraction to that of complete realisa- 
tion. The flowei‘8 of his foreground inustoften beunmeiusured 
in their quantity, looscin their arrangement: what is calculated, 
cither in quantity or disposition, must be artfully concealed. 
Tliat calculation i.s by the architect to be prominently exhibited. 
So the abstraction of few cliaractcristic.s out of many is shown 
only in the ])ainter’s .sketch ; in his finished work it is concealed 
or iost in completion. Architecture, on tlie contrary, delights 
in Abstraction and fears to complete lier forms. Proportion 
and Abstraction, tlien, arc tlie two especial marks of architec- 


tural design as distmguislied from all other. Sculpture must 
have tliem in inferior degrees; leaning, on the one hand, to an 
architectural manner, when it is usually greatest (becoming, 
indeed, a jtart of Architeet\ire% and, on the other, to a pictorial 
manner, wlien it is apt to lose its dignity, and sink into mere in- 


iremons carving. 


^ XXV. Xow, of Proportion so much has been written, that 
I believe tlic only facts wliich are of practical use have been 
overwlielmcd and kept out of sight by vain accumulations of 
particular instances and estimates. Proportions are as mfimte 
(and that in all kinds of tilings, as severally in colors, lines, 
shades, lights, and forms) as possible airs in music : and it is 
just as rational an attempt to teach a young architect how to 
proportion truly and well by calculating for liim the propor- 
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tions of fine works, as it would be to teach him to coinpose 
melodies by calculating tlie mathematical relations of the notes 
in Beethoven's Adelaide or !Mozart’s Kequicin. Hie man 
who has eve and intellect will invent beautiful j)roportions, and 
cannot help it ; hut he can no more tell v,s ho^v to do it than 
Wordsworth could tell us how to write a sonnet, or than Scott 
could have told us liow to plan a romance. But there are 
one or two general laws which can be told : they are of no use, 
indeed, except as preventives of gross mistake, but they arc so 
far worth telling and reniemlicring; and the more sf) because, 
in the discussion of the subtle laws of proportion (which will 
never be either iminborcd or known), arcbitectsare perjietnally 
forgetting and transgressing the very siinj)lestof its necessities. 

XXVI. Of which the first is, that wherever Projiortion 
exists at all, one incmber of tlic comjiosition must be either 
larger than, or ill some way supreme over, the rest. There is 
no proportion between o<|ual things. They can liave symmetry 
only, and symmetry without proportion is not composition. It 
is necessary to perfect beauty, but it is the least necessary of 
its elements, nor of course is there any difticiilt.y in obtaining 
it. Any succession of eipial things is agreeable ; but to com- 
pose is to an*ange unequal things, and the first thing to be 
done in beginning a composition is to determine winch is 
to be the principal thing. I believe that all that lias been 
written and taught about proportion, put together, is not to the 
arclutect worth the single rule, well enforced, “ Have one large 
thing and several smaller things, or one principal thing and seve- 
ral inferior things, and bind them well together.” Sometimes 
there may be a regular gradation, as between the heights of stories 
in good designs for houses; sometimes a monarch with a lowly 
train, as in the spire witli its pinnacles : the varieties of arrange- 
ment are infinite, but the law is universal — have one thing 
above the rest, either by size, or ofiice, or interest. Don't put 
the pinnacles without the spire. AVliat a liost of ugly church 
towers have we in England, with pinnacles at the cornci*s, and 
^ne in the middle ! How many buildings like King's College 
Chapel at Cambridge, looking like tables upside down, ^vith 
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their four legs in the air! "What! it will be said, have not 
beasts four legs ? Yes, but legs of different shapes, and with a 
head between them. So they have a pair of eais: and perhaps 
a pair of horns : but not at both ends. Knock down a couple 
of pinnacles at either end in King's College Chapel, and you 
will have a kind of proportion instantly. So in a cathedral 
you may have one tower in the centre, and two at the west end ; 
or two at the west end only, though a woi‘se arrangement : but 
von must not have two at the west and two at the east end, 


unless you have some central member to connect them ; and 
even then, buildings ai'c generally bad which have large bal- 
ancing features at the extremities, and small connecting ones in 
the centre, because it is not easy then to make the centre domi- 
nant. The bird or moth may indeed Ijave wide wings, because the 
size of the wing does not give supremacy to the wing. The 
head and life are the mighty things, and the plumes, however 
wide, are subordinate. In fine west fronts with a pediment 
and two towel's, the centre is always the principal mass, both 
in bulk and interest (as having the main gateway), and the 
towers are subordinated to it, as an animal's horns are to its 
head. The moment the towers rise so higli as to overpower 


the body and centre, and become themselves the principal 
masses, they will destroy the proportion, unless they are made 
unequal, and one of them the leading feature of tlie cathedral, 
iis at Antwerp and Strasbmg. But the purer method is to 
keej) them down in due relation to the centre, and to throw up 
the pediment into a .steej) connecting mass, drawing the eye to 
it by rich tracery. Tiiis is nobly done in St. Wnlfran of Abbe- 
ville, and attempted partly at Rouen, though that west front is 
made up of so many unfinished and supervening designs that 
it is impossible to guess the real intention of any one of its 


builders. 

XXVII. This rule of supremacy a])plies to the smallest as 
well as to the leading features: it is interestingly seen in the 
arrangement of all good mouldings. I have given one, on the 
opposite page, from Rouen cathedral; tliat of the tracciy be- 
fore distinguished :us a type of the noblest manner of Northern 
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Gotliic (Cliap. II. § XXII.). It is a tracery of three* orders, of 
which the first is divided into a leaf moulding, fig. I, and h in 
the section, and a plain roll, also seen in fig. - 1 , c in the sec- 
tion ; these two divisions surround the entire window or ])an- 
elling, ancLarc carried hy two-face shafts of corresjJomUng sec- 
tions. The second and third oi'ders are jdain rolls following 
the line of the tracery; four divisions of moulding in all : of 


these four, the leaf moulding is, as seen in the sections, much 
the largest; next to it the outer roll; then, by an exquisite al- 
ternation, the innermost roll (c), in order that it may not be 
lost in the recess and the intermediate (//), the smallest. Kach 
roll has its own shaft and capital ; and the two smaller, which 
in effect upon the eye, owing to the retirement of tlie inner- 
most, are nearly equal, have smaller capitals tlian the two 
larger, lifted a little to bring them to the same level. Tlic 


wall in the trcfoiled lights is curved, as from e to,/* in the sec- 
tion ; but in the quatrefoil it is fiat, only thrown back to the 
full depth of the recess below so as to get a sharp shadow in- 
stead of a soft one, tlie luouldings falling back to it in nearly 
a vertical curve behind the roll e. This could not, however, 
be managed with the simpler mouldings of the smaller qna- 
trefoil above, whose half section is given from y to y, ; but 
the architect was evidently fretted by the heavy look ^of its 
circular foils as opposed to the light spring of the arches be- 
low ; 80 he threw its cusps obliquely clear'from the wall, as 
seen in fig. 2 , attached to it wlicre tlicy meet tlio circle, 
hut with their finials pushed out from the natural level (/*' 
m the section) to that of the fii-st order (y,) and suj)porte(i 
by stone props behind, as seen in the profile fig. 2 , which I 
pt from the correspondent panel on the buttress face (ti-. 1 
being on its side), and of which the lower cusps, bcin«- brukeu 
away, show the remnant of one of their props proiectin- 
fro.n the wal . The oblique curve thus obtained in the pro- 
hle IS of singular grace. Take it all in all, I have never met 
with a more exquisite piece of varied, yet severe, proportioned 
and general arrangement (thougli all the windows of the 
penod are fine, and especially delightful in the subordinate 
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pioportioning of tlic smaller capitals to the smaller shafts). 
The only fault it luas is the inevitable misarrangement of the 
centi-al shafts; for the enlargement of the inner roll, though 
beautiful in the group of four divisions at the side, causes, 
in the triple central shaft, the very awkwardness of heavy la- 
teral members which has just been in most instances con- 
demned. In tlie windows of the choir, and in most of the 
period, this difficulty is avoided by making the fourth order a 
tillet which only follows the foliation, while the three outer- 
most are nearly in arithmetical progression of size, and tlie cen- 
tral triple shaft has of coui-sc the largest roll in front. Tlie 
moulding of the Palazzo Foscari (Plate VIIL, and Plate IV. 
fig. 8) is, for so simple a group, the grandest in effect I have 
ever seen : it is composed of a large roll with two subor- 


dinates. 

XXVIII. It is of coui'se impossible to enter into details of 
instances belonging to so intricate division of our subject, in 
the compass of a general essay. I can but rapidly name tlie 
cliief conditions of right. Another of these is the connection 
of Symmetry with horizontal, and of Proportion with vertical, 
division. Evidently there is in symmetry a sense not meinly 
of Cfiuality, but of balance : now a tiling cannot be balanced by 
aiiotlier on the top of it, tliougli it may by one at the side of 
it. Hence, while it is not only allowable, but often necessary, 
to divide buildings, or parts of tliem, horizontally into halves, 
thirds, or other equal parts, all vertical divisions of tins kind 
arc utterly wrong; woi-st into half, next woi-st in the regular 
lunnbers \vhich more betray the equality. 1 sliouUl have 
thought this almost the first principle of proportion wlncli a 
young architect was taught : and yet I remember an important 
building, recently erected in England, m which the columns 
:u-e cut”in half by the projecting architraves of the central 
windows: and it is quite usual to see tlie spires of modern 
Gothic churches divided by a band of ornament half way up. 
In all line spires there arc two hands ami three parts, as at Sal- 
isbury. The ornamented portion of the tower i.s there cut m 
half, and allowably, because the spire forms the third mass to 
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which the other two are subordinate : two stories arc aiso 
equal in Giotto’s Ciunpanile, but dominant over smaller divi- 
sions below, and subordinated to tlie noble third above. Even 
this aiTangemcnt is difficult to treat ; and it is usjially safer to 
increase or diminisli tlic height of the divisions regularly as 
they rise, as in the Doge's Palace, wliosc three divisions are in 
a bold geometrical progression : or, in towers, to get an alternate 
proportion between the body, the belfry, and the crown, as in 
the campanile of St. Mark's. But, at all events, get ri<l of 
equality; leave that to children and theircard liouses : the laws 
of nature and the reason of man arc alike again.'^t it, in arts, as 
in politics. There is but one thoroughly ugly tower in Italy 
that I know of, and that is so because it is divided into vertical 


equal parts : the towci* of Pisa.*’ 

XXIX. One more principle of Proportion I liavc to name, 
equally simj)le, C(]ually neglected. Proportion is between three 
terms at leant. Hence, as the pinnacles are not enough without 
the spire, so neither the spire without the pinnacles. All men 

feel this and usually express their feeling hy saying that the pinna- 
cles conceal the junction of the spircand tower. Tliis is one ri‘a- 


son ; but a more influential one is, that the pinnacles furnish the 
third term to the spire and tower. So that it is not enough, 
m order to secure proportion, to divide a building uncqualTyJ 
it must he divided into at least three parts; it mav be into 
more (and in details witli advantage), but on a large scale I find 
three 18 about the best number of parts in elevation, and five 
111 horizontal extent, with freedom of increase to five in tlie one 
case ,™d seven in the otlier ; but not to inoie without eonfn- 
eion (.„ arclutectui-e tl.at is to say ; for in organic structure 

work "wr T ^ 

hi suwicM “""‘"I;™!’'™*-™’ gi™ copious illustrations of 
t us subject hut I w.ll take at present only one instance of vor- 

SX o’tl r-d r'T- -dueed 

^boot, and we can consider only their Ulations up to the 
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fourth. Tlieir lengtljs are measured ou the line AB, which is 
tlie actual length of tlie lowest mass a h, A Q=h c, A D=c</, 
and A E=rZ e. If the reader M ill take the trouble to measure 
tliese lengths and compare them, he -will hnd that, ■wiiliin half 
a line, the uppermost A E = f of A D, A D = -| of A (\ and 
A (' = ^of A B; a most subtle diminishing proportion. From 
each of the joints spring three major and three minor branches, 
each between each ; but the major branches, at any joint, are 
placed over the minor branclies at the joint beloM', by the 
curious arrangement of the joint itself — the stem is bluntly tri- 


angular ; lig. C shows the section of any joint. Tlie outer 
darkened triangle is the section of the Io\ver stem ; the inner, 
left light, of tlie upper stem; and the three main branches 
spring from the ledges left by the recession. Thus the sterns 
diminish in diameter ju.«t as they diminish in height. The 
main branches (falsely placed in the profile over each other to 
shoM' their relations) have respectively seven, six, five, four, and 
three arm-bones, like the masts of the stem; these divisions 
being proportioned in the same subtle manner. From the joints 
of these, it seems to be the of the jdant that three major 
and three minor hranelics should again spring, hearing the flow- 
ers: but, ill these infinitely complicated members, vegetative 
nature admits much variety; in the plant from u-hich thc.'^e 
measures were taken the full complement appeared only at one 


of the secondary joints. 

The leaf of this plant has five ribs on each side, as its flower 
gcnerallv five masts, arranged M'ith the most exquisite grace of 
curve; Imt of lateral proportion I shall rather take illustrations 
from architecture: the reader will find sevcnil in the accounts 
of tlie Duomo at Pisa and St. Mark's at Ycnico, m C'hap. ^ . 

XVI. I ffive these arrangements merely as illustra- 
tions, not as precedents: all beautiful proportions are unique, 


they are not general formulae. 

XXX. Tlie other condition of architectural trc.itment -which 
we proposed to notice was the abstraction of imitated form. 
But there is a peculiar dimciilty in touching within these nar- 
uow limits on such a subject as this, bewiuse the abstraction of 
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wliicli we find examples in existing art, is pai'tly involuntary; 
and it is a matter of mueli nicety to determine where it begins 
to be purposed. In the progress of national as well as of indi- 
vidual mind, the first attempts at imitation are always ah.straet 
and incomplete. Greater completion marks the j)rogress of art, 
absolute completion usu.ally its decline; whence absolute com- 
pletion of imitative form is often sni)po.sed to he in itself wrong. 
But it is not wrong always, only dangerous. Let us endeavor 
briefiy to ascertain wherein its danger consists, and wherein its 
dignity. 


I have said that all art is abstract in itsheginnini^s ; 
that is to say, it expresses only a small number of the (jiialities 
of the thing represented. Curved and eomiilex lines are rej)- 
rcsciited by straight and simple ones ; interior markings (»f forms 
arc few, arid much is symbolical and conventional Tiicre is a 
resemblance between tlie work of a great nation, in this jihaso, 
and the M'ork of childhood and ignorance, which, in the mind 
of a c:u-elcss observer-, might attach something like ridicule to it. 
Ihe form of a tree on the Ninevite sculptures Is inucli like tliafc 
wliich, some twenty ycai-s ago, was familiar upon samidei-s; and 
the types of the face and figure in early Italian art are suscej>ti- 
ble of easy cari&itnre. On the sigtrs which separate the infancy 
of magnificent manhood from every other-, I do not pause to 
insist (they consist entirely in the choice of the svinbol and of 
the features abstracted); hiit I pass to the next stage of art, a 
condition of strcngtii in wliich the abstraction which washeoun 
in incapability is continued in free will. Tl.is is the case how- 
ever, in pure sculpture and painting, as well as in architecture • 
and we have nothing to do but with that greater severity of 
manner wlncli fits either to he associated with the more realist 

their subordination, an expression varying according to their 
wSier tl ""^*1 be clearly determined 

for the sculpture, or the 

Se fet offi of *1*0 architecture. If the latter, then 

imitetes bu? 'n ^oulpture is not to represent the things it 
itates, but to gather out of them those arrangements of 
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form wliicli sliull be pleasing to the eye in their intended places. 
So soon as agreeable lines and points of shade have been added 
to the inonldings which were meagre, or to the lights which 
were unrelieved, tlie architectural work of the imitation is ac- 
complished ; and how far it shall be wrought towards complete- 
ness or not, will depend upon its place, and upon other various 
circumstanecs. If, in its jKxrticular use or position, it is sym- 
metrically arranged, there is, of course, an instant indication of 
arehiteetui*al subjection. But symmetry is not abstraction. 
Leaves may be carved in the most regular order, and yet he 
meanly imitative; oi-, on the other hand, they may be tlirown 
wild and loose, and yet be highly architectural in theii separate 
treatment. Xothing can be less symmetrical than the group of 
leaves which join the two columns in Plate XIII.; yet, since 
nothing of the leaf character is given hut what is necessary 
for the bare suggestion of its image and the attainment of the 
lines desired, their treatment is highly abstract. It shows that 
the workman only wanted so imicli of the leaf as he supposed 
good for his architcctnre, and would allow no more; :md how 
much is to be supposed good, depends, as I have said, inueh 
more on jdace and eircumstance than on general laws. I know 
that thU is not usually thought, and that many good arehitccts 
would insist on abstraction in all cases: the cpicstion is so wide 
and so difficult that 1 express my opinion upon it most diffi- 
dentlv ; but my own feeling is, that a purely abstract manner, 
like that of our earliest English work, does not aflord room for 
the perfection of beautiful form, and that its seyerdy is weari- 
some after tlie eye has been long accustomed to it. I have not 
done iustiee to the Salisbury dog-tooth moulding of which the 
oiTcet'is sketched in iig. h, Plate X., but I have done more pis- 
tiee to it nevertheless than to the bcantifnl French one above 
it ; and I do not think that any candid reader would deny that, 

pi,.uant and spirited as is that from Salisbury, the Poiien inould- 

ing is, in every respect, nobler. It will be obseiwed that its 
svnnnetrv is more complicated, the leafage hempf ( jvicec in 
doulde groups of two lobes each, each lobe of different struc- 
ture. "With exquisite feeling, one of these double gioiips is 
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alternately omitted on the other side of tlie mouldiiTgOiot seen 
in the Plate, but occupying the cavetto of tlie section), tlms 
giving a playful lightness to the ivliole; and if the reader will 
allow for a beauty in the flow of the curved outlines (especially 
on the angle), of which he cannot in tlie least judge from niy 
rude drawing, he will not, I think, expect easily to And a nobler 
instance of decoration adaijtcd to the severest nunildings. 

Nowit will be observed, that there is in its treatment a higli 
degree of abstraction, though not so conventional as that of 
Salisbury: that is to say, the leaves have little more than their 
flo^y and outline represented; they arc hardly undercut, but 
their edges are connected by a gentle and most studied curve 
with the stone behind ; they have no serrations, no veinings, no 
nb or stalk on the angle, only an incision gracefully made 
towards their extremities, indicative of the central nh and de- 
pression. The whole style of tlie ahstraction shows that the 
architect could, if he had chosen, have carried tlie imitation 
much farther, but stayed at this point of his own free will ; and 
wliat he has done is also so perfect in its kind, that I feel dis- 
posed to accept his authority without question, so far as I can 
^Jher It from his works, on the whole subject of abstrac- 

opinion is frankly expressed. This 
moulding IS on the lateral buttress, and on a level with the top 

of the north gate; it cannot therefore be closely seen except 

from tho wooden stairs of ti.o belfry ; it is not intcnde.l lo be 

SO seen, but calculated for a distance of. at least, forty to fifty 

feet from the eye. In the vault of the frate itself hnlf 

^am, tliere arc three rows of mou]din<>^ as I think' hv tl n ” 

ghSptte'rfiT/*’ ' t ‘’-Tl f tl- 'm"is 

is here Itifi -f i ^ abstraction 

fruit anfa"'! i ''’ 

nnais winch form the ornaments of the portion of the 
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gate whiclr is close to the eye, abstraction nearly vanishes into 
perfect sculpture. 

XXXIII. X'dirncss to tlie eye, liowever, is not the only cir- 
ciiinstniice which intluenccs architectural abstraction. These very 
animals are not merely better cut because close to the eye ; they 
are put close to the eye that they may, without indiscretion, be 
better cut, on the noble principle, tii'st, I think, cleaily enun- 
ciated hv Mr. Eastlake, that the closest imitation shall be of 
the noblest object. Farther, since the wildness and manner of 
growth of vegetation render a bona tide imitation of it im- 
possible in sculpture — since its members must be reduced in 
mirnbei*. ordeivd in direction, and cut away from their roots, 
even under the most earnestly imitative treatment, — it be- 
comes a point, as I think, of good judgment, to proportion the 
completeness of execution of parts to the formality of the 
whole; and since five or six leaves must stand for a tree, to let 
also iive or six touches stand for a leaf. Ihit slni'C the animal 
generally admits of jjorfcct outline — since its form is detached, 
and may he fully represented, its sculpture may be more com- 
jdete and faithful in all its parts. And this principle will he 
actually found, I believe, to guide the old workmen. If the 
animal form he in a gargoyle, incomplete, and coming out of 
a block of stone, or if a head only, as for a boss or other such 
partial use, its sculpture will he highly abstract. But if it 
be an entire animal, as a lizard, or a bird, or a squirrel, peeping 
among leafage, its sculpture will be much farther carried, and 
I thiiik, if small, near the eye, and worked in a fine material, 
may rightly he carried to the utmost possible completion. 
Surely we cannot wish a less finish bestowed on those which 
animate the mouldings of the south door of the cathedial of 
Florence; nor desire that the birds in the capitals of tlio 

Doge’s iialace should he stripped of a single plume. 

XXXIV Under tliese limitations, then, I think tliat per- 
foct^sculpturc may be made a part of tbc scyercst architecture ; 
but this pcrfecti.m was said in the outset to be dangerous. 1 
is so ill the highest degree; for the moment the architect 
allows himself to dwell on the imitated portions, there is 
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chance of his losing siglit of the duty of liis ornament, of its 
business as a part of tlie composition, and sacrificing its points 
of shade and effect to tlie deliglit of delicate carving. And 
then he is lost. His architecture has become a ineie frame- 
work for the setting of delicate sculpture, which had better be 
all taken down and put into cabinets. It is well, therefore, 
that the .young architect should be taught to think of imitative 
ornament as of the extreme of grace in language ; not to be 
regarded at tirst, not to be obtained at tlie cost of purpose, 
meaning, force, or conciseness, yet, indeed, a perfection — the 
least of all perfections, and yet the crowning one of all— one 
winch by itself, and regarded in itself, is an architectural 


coxcombry, but is yet the sign of the most highly-trained mind 
and power when it is associated witli others. It is a safe man- 
ner, as I think, to design all things at tirst in severe abstrac- 
tion, and to be prepared, if need were, to carry them out in 
that form; then to mark the paits wliere high finish would bo 
admissible, to complete these always with stern reference to 
their general effect, and tlien connect them l.y a graduated 
scale ot abstraction witli the rest. And there is one safeo-uard 
a^mst danger in this process on which I would finally insist. 
^ ever imitate anything but natural forms, and tliose the 
noblest, m the completed parts. Tlie degradation of the cinque 

itefeiMf T'"' "Ot <>"ing to its naturalism, to 

Its fait ifuincss of imitation, but to its imitation of i.kIv, i e nn- 

natural tilings. So long as it restrained itself to scnintiiro of 

animals and fiowera, it remained noble. The balcony, on tlie 

opposite page, from a house in the Campo St. ]?enedctto at 

Venice, shows one of the earliest oeciirrences of tlie Jlinne 

meS fi!!’ Of the pattern is given in 

. fi„. 8. It is but tlie arresting upon the stone work 
of a stem or two of the living flowers, whieli are rarely want 

InVlt r'' which, by the by, the Wnch 

and Italian peasantry often trehiR wifi. 1 ^ rcncii 

their casements^ tL i exquisite taste about 

^ucu casements;, ilus arabesque, relieved oa i* ,•« ^ i 

from the white stone by the stL nf ? darkness 

tiful and pure; and ^ oL Ttf botl. bean- 

g as the renaissance ornament re- 
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mained in such forms it may be beheld with undeserved ad- 
miration. But the moment that unnatural objects were asso- 
ciated witli these, and armor, and musical instruments, and 
wild meaningless scrolls and curled shields, and other such fan- 
cies, became principal in its subjects, its doom was sealed, and 
with it that of the architecture of the world. 

XXXY. III. Our tinal inquiry was to be into the use of 
color as associated with architectural ornament. 

I do not feel able to speak with any confidence respecting 
the touching of with color. I would only note one 

point, that sculpture is the representation of an idea, while 
architecture is itself a real thing. The idea may, as I 
think, be left colorless, and colored by the beholder’s mind : 
but a reality ought to have reality in all its attributes: its color 
should be as fi.xed as its form. I cannot, therefore, consider 


architecture as in any wise perfect without color. Farther, as 
I have above noticed, I think the colors of architecture should 
be those of natural stones; partly because more durable, but 
also because more perfect and graceful. For to conquer tlie 
liar.^liness and deadness of tones laid upon stone or on gesso, 


needs the management and discretion of a true painter; and 
on this co-operation we must not calculate in laying down 
rules for general practice. If Tlntoret or CTioi'gione arc at 
hand, and ask us for a wall to paint, we will alter our wliole 
design foj- their sake, and become their servants; but we must, 
as architects, expect the aid of the common workman only ; and 
the laying of color by a mcclianical hand, and its toning undei a 
vulgar eve, are far niorc olfensive than rudeness in chitting the 
stone. The latter is imperfection only; tlic former dcadness 
oi- discordance. At the best, such color is so inferior to the 
lovely and mellow lines of the natural stone, that it is wise to 
sacrifice some of the intricacy of design, if by so doing we 
may employ the nobler material. And if, as we looked to 
Kature for instruction respecting form, we look to licr also to 
learn the management of color, we shall, perhaps, find that 
tliiri sacrifice of intricacy is for other causes expedient. 

XXXYI. Fii-st, then,! think that in making this refer- 
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ence we are to consider onr building as a kind of organized 
creature; in coloring which we must look to tlie single and 
separately organized creatures of Kature, not to her landscape 
combinations. Onr building, if it is well coiii]>oscd, is oiie 
thing, and is to be colored as Xature would color one thing — 
a shell, a flower, or an animal; not as she colors groups of 
things. 

And the first broad conclusion we shall deduce from ob- 
servance of natural color in such cases will he, that it never 
follows form, but is arranged on an entirely se])arate sy.'itcm. 
What mysterious connection there may be between the sliape 
of the spots on an animars skin and its anatomical sy.steni, I 
do not know, nor even if such a connection has in any wise 
been traced: but to tlie eye the systems are entirely sepai’ate, 
and in many cases that of color is accidentally variable. I'ho 
stripes of a zebra do not follow tlie lines of its body or limbs, 
still less the spots of a leopard. In the plumage of hii’ds, 
each feather bears a part of the pattern whieli is arbitrarily 
carried over the body, having indeed certain graceful liarmo- 
nies with the form, diminishing or enlarging in directions 
which sometimes follow, but also not unfrequently oppose, the 
directions of it.s muscular lines. Whatever harmonies there 
may bo, are distinctly like those of two separate musical parts 
coinciding here and there only— never discordant, but essen- 
tially different. I hold this, then, for tlie first great principle 
of arcliitectural color. Let it be visibly independent of form 
^^over paint a column with vertical lines, hut always cross it.'* 
Aever give separate mouldings separate colors (I know tliis is 
icresy, hut I never shrink from any conclusions, liowever con- 

~r to ^vl^cl* I a„. led by observance of 

natural principles) ; and in sculptured ornaments I do not 

paint the leaves or figures (I cannot lielp the Elgin frieze) of 

no color and tlieir ground of another, but vary both the 

NaZ-e docs -t Notice lioiv 

JNatme docs it in a variegated flower; not one leaf red and 

another white, but a point of red and a zone of wld e o. what 

over It may be, to each. In certain places yo.i ,iia;’nm y^^^ 
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two systems closer, and liere and there let them be parallel for 
a note or two, but see that the colors and the forms coincide 
only as two ordci*s of mouldings do; the same for an instant, 
but each holding its own course. So single members may 
sometimes have single colors : as a bird’s head is sometimes 
of one color and its shoulders another, you may make your 
capital of one color and your shaft another; but in general 
the best place for color is on broad surfaces, not on tlie points 
of interest in form. An animal is mottled on its breast and 
back, rarely on its paws or about its eyes; so put your varie- 
gation boldly on the Hat wall and broad shaft, but be shy of it 
in the capital and moulding; in all cases it is a safe rule to 
simplify color when fonn is rich, and vice versa; and I think 
it would be well in general to carve all capitals and graceful 
ornaments in white jnarble, and so leave them. 

XXXVII. Independence then being first secured, what 
kind of limiting outlines shall we adoj^t for the system of color 
itself ? 

I am quite sure that any person familiar with natural ob. 
jects will never be surprised at any appearance of care or finish 
in them. That is the condition of the universe. But there is 
cause both for surprise and inquiry whenever we see aiiytliing 
like carelessness or incomj)lction : that is not a common condi- 
tion ; it must be one appointed for some singular purpose. I 
believe that such surprise will be forcibly felt by any one wlio, 
after studying carefully the lines of some variegated oiganic 
form, will'set himself to copy with similar diligcmcc those of 
its coloi-s. The boundaries of the fonns he will a.ssuredly, 
whatever the object, have found drawn with a delicacy and 
precision which no human hand can follow. Those of its 
colors lie will find in many cases, though governed always by 
a certain rude symmetry, yet irregular, blotched, impel feet*, 
liable to all kinds of accidents and awkwardnesses. Look at the 
tracery of tlic lines on a camp sbell, and sec liow oddly and 
awkwardly its tents are pitched. It is not indeed always so : 
tlicrc is occasionally, a.s in tlie eye of the peacock’s plume, an 
apparent precision, but still a jji'ccision far Inferior to that of 
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the drawing of the filaments wlucli hear tliat lovely stain ; and 
ill the plurality of cases a degree of looseness and variation, 
and, still more singularly, of harshness and violence in arrange- 
ment, is admitted in color which would he monstrous in form. 
Observe the difference in the precision of a fisli's scales and of 
the spots on them. 

XXXVIII. Xow, why it should he that color is best seen 
under tliese circumstances I will not liere endeavor U> deter- 
mine; nor wlicther tlic lesson we are to learn from it lie that 
it is God's will that all manner of delights should never he 
combined in one thing. But the fact is certain, that color is 
always by Him arranged in tlicsc simple or rude forms, and as 
cci-tain that, therefore, it must he best seen in them, and that 
wc shall never mend by refining its arrangements. Kxpe- 
rience teaclics us tlie same thing. Infinite nonsense has been 
written about the union of perfect color with pei-fect form. 
They never will, never can be united. Color, to be i)erfect^ 
mtisi have a soft outline or a simple one: it cannot liave a 
refined one; and you will never produce a good painted wind.nv 
with good figure-drawing in it. Yon will lose perfection of 

color as you give perfection of line. Try to put iii order ami 
foiTn the colors of a piece of opal. 

XXXIX. I conclude, then, tliat all arrangements of color 
for Its own sake, m graceful forms, are barbarous; and that* 
to paint a color pattern with the lovdv lines of a Greek leaf 
moulding, is .111 utterly Kivage proeeduVe. I e.'innot lind uu'v- 
tliing 1,1 natural color like this : it is not in tl.c bond. I f.ml 
It in all natural form— never in natural color. If, then our 
.architeetural color is to he heantifiil as its form was, hv I’.eiii- 
.mitative, we are limited to these eomlitions-to simple' iimsscs 
of It to zones, as m the rainbow and the zebra ; cloudings ami 
fla niiigs, as m marble shells and plmnage, or spots of lairio.is 
sluipes and dimensions. All tl.ese conditions are s.iseei, tilde 
various degrees of sharpness and delicacy, .and „f complica- 

anrl ®™ngemeiit. The zone may become a delicate line 
and arrange itself in chequers and ziir-7a<»s Tl»n fl • * 

w . „„5S5„,r:f;:;"Lrs 
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rcprcsentccl by a triangle of color, aud arrange itself in stars 
or other shaj)es ; the spot may be also graduated into a stain, 
or detined into a stpiare or circle. The most excpiisite harmo- 
nies may be composed of these sim])le elements: some soft 
and full, of Hushed and melting spaces of color; others piquant 
and sparkling, or deep and rich, formed of close groups of the 
fiery fragments : perfect and lovely proportion may be ex- 
liibited in the relation of their quantities, infinite invention in 
their disposition : but, in all cases, their shape will be effective 
only as it determines their quantity, and regulates their opera- 
tion on each other; points or edges of 0!ie being introduced 
between breadths of others, and so on. Triangular and barred 
forms are therefore convenient, or others the simplest possible; 
leaving the pleasure of the spectator to be taken in the color, 
and in that only. Cui-ved outlines, especially if refined, 
deaden the color, and confuse the mind. Even in figure 
painting the greatest colorists have either melted their outline 
away, as often Correggio and Rubens ; or p\irposely made 
their masses of ungainly shape, as Titian; or placed their 


brightest hues in costume, where they could get quaint pat- 
terns, as Veronese, and especially Angelico, with whom, hou- 
cver, the absolute virtue of color is secondary to grace of line. 
Hence, he never uses tlie blended hues of Correggio, like 
those on the wing of tlie little Cupid, in the “Venus and 
ilercury,*’ but always the severest type— the peacock plume. 
Any of these men would have looked with infinite disgust 
ui)on the leafage and .scroll-work which form the ground of 
color in our modern painted windows, and all ^^honl 
luivc lumped were much infected with the love of renaissance 
designs. AVc must also allow for the freedom of the painter s 
subject, and looseness of Ids a.«sociatcd lines ; a pattern being 
severe in a picture, which is over luxurious upon a building. 
I believe, therefore, that it is impossible to be over quaint or 
aii-iilariu architectural coloring; and thus many dispositions 
which I have had occasion to reprobate in form, are, m color, 
the best that can be invented. I have always, for instance, 
spoken with contempt of the Tudor style, for this reason, that, 
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having surrendered all pretence to spaciousness and breadth, — 

having divided its surfaces by an infinite number of liiu’s, it 

vet sacrifices the only c*liaractci*s which can make lines beauti- 
• « 

fill ; sacrifices all the variety and grace which long Jitoiied for 
the caprice of the Flamboyant, and adopts, for its loading 
feature, an entanglement of cross bai*s and verticals, showing 
about as much invention or skill of design as the reth'ula- 
tion of the hricklayoFs sieve. Yet this very rctienlat ion 
would in color be liighly beautiful; and all the heraldry, and 
other features which, in form, are monstrous, may he ileli'dit- 
fill as themes of color (so long as tlicre are no fluttering m* 
over-twisted lines in them); and this ob.‘icr\'c, hccaiisc, when 
colored, they take the place of a mere pattern, nml tlic resem- 
blance to nature, which could not be found in tlieir sculptured 
forms, is found in their piquant variegation of other surfaces. 
Tiierc is a beautiful and bright hit of wall i)ainting beliind 
the Duomo of Veroua, composed of coats of arms, whose bear- 
ings arc balls of gold set in bars of green (altered blue?) and 
white, witli cardinal's hats in alternate squares. Tins is of 
course, however, fit only for domestic work. The front of 
the Doge's palace at Venice is the purest and most chaste 
model that I can name (but one) of the fit application of color 
to public buildings. The sculpture and mouldings are all 
white ; but the wall surface is chequered with marlile Modes 
of pale rose, the chequers heing in no wise harmonized, or 
htted to the forms of the windows ; hut looking as if the 
faee had been completed first, and the window.; out out of it. 
Xn Plate XIT. fig. 2 the reader will sec two of the patterns 
used m green and white, on the columns of San Michclc of 
Lucca cvciy column having a different design. Dotli arc 
beautiful but tlie upper one certainly the best. Yet in sciiliv 

IZ J ■'nd thol 

even of the lower not enough refined. 

XL. :Re.,t.-aining onrselyes, tl.creforc, to the use of suoli 
unplc patterns, so far forth as our color is suhordinatc eith^ 
o aicliitoctural structure, or sculptural form, we have vet one 
.note manner of orua.nentation to add to our general nians of 
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effect, monoclirome design, tlie intermediate condition between 
coloring and carving. Tlie relations of the entire system of 
arcliitectural decoration may then be thus expressed. 


1. Organic form dominant. True, independent sculpture, and 

alto-relievo; rich capitals, and mouldings; to be elaborate 
in completion of form, not abstract, and eitlicr to be left 
in pure white marble, or most cautiously touched with 
color in jioints and borders only, in a system not concur- 
rent with their forms. 

2. Organic form sub-dominant. Basso-relievo or intaglio. To 

be more abstract in proportion to the reduction of depth ; 
to be also more rigid and simple in contour ; to be touched 
with color more boldly and in an increased degree, exactly 
in j)roportion to the reduced depth and fulness of form, 
but still ill a svstem non-concurrent with their forms. 

3. Oriranic form abstracted to outline. iMonochromo design, 

still farther reduced to simplicity of contour, and there- 
fore admitting for the first time the color to be concur- 
rent with its outlines; that is to say, as its name imports, 
the entire figure to be detached in one color fi*om a 
gronnd of anotlicr. 

4-. C)rg;inic forms entirely lost. Geometrical patterns or^aIi- 
able cloudings in the most vivid color’. 


On tlio opposite side of this scale, ascending from the color 
pattern, I would place the various forms of painting which 
may he associated with architecture: ]>rimarily, ami as most 
tit for such juirposc, tlie ino.saic, highly abstract in treatmcMit, 
and introducing brilliant color in masses; tlie Jlmlonna of 
'Torcello being, as I think, the noblest type of the manner, and 
the Baptisterv of Parma tlie ricliest; next, tlie purely decora- 
tive fresco, like tl.at of the Arena Chapel; finally, tlic fresco 
becoming principal, as in tlie Yatican and Sistinc. But I can- 
not, with any safety, follow tiic principles of abstraction in 
this’ pictorial ornanient ; since the noblest examples of it 
appear to me to owe their architectural applicability to their 
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arcliaic manner; and I tliink that the abstraction and admira- 
ble simplicity \vl)ich render tlieiii iit media of tlie most sphni- 
did coloring, cannot be recovered by a voluntary condes<'en- 
sion. Tlie Byzantines themselves wonhl not, 1 tliink, if tlu‘y 
could have drawn the figure better, have used it for a color 
decoration; and that use, as jjeculiar to a condition of <‘hild- 
hood, however noble and full of promise, caimot be inchnhsl 
among those modes of adornment which are now legitimate or 
even possible. There is a difficulty in the management of tin* 
painted window for tlie same reason, which has not yet been 
met, and M’e must conquer that fii'st, before we can venture to 
consider the wall as a painted window <»n a larg<^ scale. Bic- 
toi ial subject, without encli abstraction, bet'omes necessarily 
piincipal, or, at all events, ceases to be tlui architect's conceiai ; 
its plan must he left to the painter after the com|)letion <if the- 

building, as in tlie works of Veronese and Giorgione on the 
palaces of Venice. 

XLI. Pure aiohitcctural clceoratioii, tlicn, may be coiisi,]- 
ci-ed as limited to tbc four kinds above speeitiod ; nf wbicb 
cacb glides almost imperceptibly into the oilier. Tims, tin; 
Elgin frieze is a monoclirome in a state of transition to simlp- 
tnre, retaining, as I tliink, tlie lialf.ca.st skin too long. Of pure 
monoclirome, I have given an example in Plate vl. from tlie 
noble front of St. Michele of Lneoa. It contains forty sueli 
arclies all covered with cep, .ally elaborate ornaments, entirely 

• ‘‘IT " a ground to abont the depth of an inch 

m the flat white marble, and filling the spaces with pieces of 

gieen serpentine ; a most elaboi-ato mode of scnli>tnre, re.piirimr 
excessive care and precision in the fitting of the edges and of 
conrse double work, the same line needing to be ctit both in 
the marble and serpentine. The excessive simplicity of the 
orms will be at once perceived; the eyes of the figures of 
animals for mstanee, being indicated only by a round dot 

'r bnf J-alf an inch 

oxer, but, thongh simple, they admit often mnch grace of enr- 

P lar. The pieces of serpentine have fallen out in many 
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places, giving the black shadows, as seen under the horseman’s 
arm and bird’s ueck, juid in the semi-circular line ropnd the 
arch, once tilled with some pattern. It would have ilhistnded 
my point better to have restored the lost portions, but I always 
draw a thing exactly as it is, hating i-estoration of any kind; 
and I would especially direct the reiider’s attention to the com- 
pletion of the forms in the sculptui'ed ornament of the marble 
cornices, as opposed to the abstraction of the monochrome lig- 
ures, of the ball and cross patterns between the arches, and of 
the triangular ornament round the arch on the left. 

XLII. I have an intense love for tliese monochrome tigures, 
owing to their wonderful life and spirit in all the works on 
which I found tlieiii ; nevertheless, I believe that the excessive 
degree of abstraction which they imply necessitates our placing 
them in the rank of a progressive or imperfect art, and that a 
j)erfect building should rather be composed of the highest 
scMilpture (organic form dominant and sub-dominaiit), sissociated 
with j)attern colors on the flat or broad surf aces. And we And, 
in fact, that the cathedral of Pisa, which is a higher type than 
that of Lucca, exactly follows this condition, the color being 
])ut in geometrical patterns on its surfaces, and animal forms 
and lovely leafage used in the sculptured cornices and Pinal’s. 
And I think that the grace of the carved forms is best seen 
wlien it is thus boldly opposed to severe traceries of color, 
while the color itself is, as wc have seen, always most j)i(piant 
wlien it is put into sharp angular arrangements, llius the 
sculpture is apjiroved and set off by the color, and the color 
seen to the best advantage in its opposition both to the whiteness 

and the grace of the carved marble. 

XLIII. In the course of this and the preceding cliaptcra, I 
liavc now se]>aratcly enumerated most of the conditions of 
Power and Heauty, which in the outset I stated to be the grounds 
of the deepest impressions with which architecture could affect 
the human mind ; but I would ask permission to recapitulate 
them in order to see if there be any building which I may 
offer as an example of the unison, in such manner as is po-ssible, 
of them all. Glancing back, then, to the beginning of the tliird 
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cliapter, and introducing in tlieirplace tl»e condition:^ ijicldent- 
ally determined ii» the two previous sections, we shall have the 
following list of noble cliaractei*s : 

Considerable size, exhibited by simple terminal lines ((.'hap. 
III. § C). Projection toM-ards the top (§ 7). Ib-eadth of Hat 
surface (§ 8). S(piarc compartments of that sjirfaee (g 5t). 
Varied and visible masonry (§ 11). Vigorous depth of slnulow 
(§ 13), exhibited especially by pierced traceries 18). Varied 
proportion in ascent (Cliap. I V. g 28). J.atera! symmetry 28). 
Sculpture most deliciitc at the ba»e (Clia]». 1. § 12). JOnriched 
quantity of ornament at the top (§ 13). Sculpture abstract in 
inferior oniameuts and mouldings (Chap. 1\^. §31), complete 
in animal forms (§ 33). Jloth to be executed in white marble 
(§ 4U). Vivid color introduced in Hat geometrical patterns (§ 33), 
and obtained by tlic use of naturally colored stone (§ 35). 

Tliese cburacteristies occur more or less in dillerent build- 


ings, some in one and some in another. Put all together, and 
all in their highest possible relative degrees, they exist, as far 
as I know, only in one building in the world, the Campanile 
of Giotto at Florence. The dniwing of the tracery of its 
upper story, which lieads this chapter, rude as it is, will never- 
theless give the reader some better concei>tion of that tower’s 

magnificence than the thin outlines in u hich it is usually por- 
trayed. In Its fii-st ai)peal to the stranger’s eye there is some- 
thing unplcasmg ; a mingling, as it seems to him, of over severity 
with over minuteness. Put let him give it time, as he should 
to all other consummate art. I remember well bow, when a 
boy, I used to despise that Campanile, and think it meanly 
smooth and finished. Put I have since lived beside it many a 

T-"! out upon it from my windows b^- sunlight and 

n ig I , and I shall not soon forget how profound and 

wC'! of the Nortl.ern Gothic, 

qnieklv Mt \ oootrast is indeed strange, if it could be 

qmet snarded space, like dark and barren rooks out of a <rrecn 
ake, with their rude, mouldering, rougli-grained shafts^ and 
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trij)lc lights, without tracery or other ornament than the mar- 
tiiib nests in the heiglit of them, and that briglit, smootli, 
sunny surface of glowing jasper, those spiral sliafts and faiiy 
ti-aceries, so white, so faint, so crystalline, that their slight shapes 
arc hardly traced in darkness on the pallor of the Eastern sky, 
that serene height of mountain alabaster, colored like a morn- 
ing cloud, and chased like a sea sliell. And if this be, as I 
believe it, the model ami mirror of pei'fect architecture, istlicre 
not something to be learned by looking back to the early life 
of him who raised it? I said that the Power of human mind 
had its growth in the "Wildcraess ; much more must the love 
and the conception of that beauty, whose eveiy line and hue 
we have seen to be, at the best, a faded image of God’s daily 
work, and an arrested i*ay of some star of creation, be given 
ehietly in the places which He has gladdened by ])lauting there 
the fir tree and the pine. Not within the walls of Florence, 
but among the far away fields of her lilies, was the child trained 
who was to raise that headstone of Beauty above the towere of 
watch and war. Bememher all that he became; count the sj\- 
cred thoughts with which he filled the heart of Italy; ask 
those wlio followed him what they learned at his feet ; and when 
you have numbered his labors, and received their testimony, if 
it seem to you that God had verily poured out upon this His 
servaTit no common nor restrained portion of His Spirit, and 
that he was indeed a king among the children of men, remem- 
ber also that the legend upon his crown was that of I)avi<l s : 

“ I took thee from the sheepcote, and from following the sheep.’* 


CHAPTER Y. 


THE LAMP OF LIFE. 

1. Among the eountle^ss analogies hy wliicli the nature and 
relations of the luinian soul arc illustrated in tlie material crea- 
tion, none arc more striking tliaii the inijiressions insejjarahly 
connected with the active and dormant states of matter. I 
have elsewhere endeavored to show, that no inconsiderahle part 
of the essential characto's of Beauty deiiended on the expre.s- 
sion of vital energy in organic things, or on tlic subjection to 
such energy, of things naturally passive and powerless. I need 
not here repeat, of what was then advanced, more than the 
statement which I believe will meet with general acceptance, 
that things in other respects alike, as in their substance, or 
uses, or outward forms, are noble or ignoble in prmiortion to 
tlie fulness of the life which cither they themselves enjoy, or 
of whose action they bear the evidence, as sea sands arc made 
beautiful by their bearing the seal of the motion of the watei*s. 
And tliis is especially' true of all objects wliicb bear upon them 
the impress of the highest order of creative life, tliat is to say 
of the mind of man : they become noble or ignoble in propor- 
tion to the amount of tlie energy of that mind which has visi- 
bly been employed upon them. But most peculiarly and 
mipemtively does the rule hold with respect to tlie creations of 
Architecture, which being properly capable of no other life 
than this, and being not essentially composed of things pleasant 
in themselves,— as music of sweet sounds, or painting of fair 
colors, but of inert substance,— depend, for their dignity and 
ple^urableness m the utmost degree, upon tlie vivid e.xpression 
of the intellectual life which has been concerned in their pro- 
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II. in all other kind of energies except that of man’s 
mind, there is no question as to what is life, and what is not. 
\ ital sensibility, whether vegetable or animal, may, indeed, he 
reduced to so great feebleness, as to render its existence a 
matter of question, but when it is evident at all, it is evident 
as such : there is no mistaking any imitation oi* pretence of it 
for the life itself ; no mechanism nor galvanism can take its 
place; nor is any resemblance of it so striking as to involve 
even hesitation in the judgment ; although many occur which 
the human imagination takes pleasui'c in exalting, without for 
an instant losing siglit of the real nature of the dead things it 
animates; but rejoicing rather in its own excessive life, whicii 
puts gesture into clouds, and joy into waves, and voices into 
rocks. 

III. I>ut when we begin to be concerned witli tlie enojgies 
of man, we find ourselves instantly dealing with a double ei-ca- 
turc. Most part of his being seems to have a fictitious coun- 
terpart, which it is at his peril if he do not cast off and deny. 
Thus he lias a true and false (otherwise called a living and 
dead, or a feigned or unfeigned) faith. lie has a true and a 
false hope, a true and a false charity, and, finally, a true and a 
false life. •Ilis time life is like that of lower organic beings, 


the indcj)cndent force hy wliich he moulds and governs exter- 
nal things; it is a force of assimilation which converts every- 
thing around liim into food, or into iustiminents; and wliicli, 
however humbly or obediently it may listen to or follow the 
guidance of sujierior intelligence, never forfeits its own 
authority as a judging principle, as a will ca]>ablc either of 
oheying or rebelling. Ilis false life is, indeed, but one of the 
conditions of death or stupor, but it acts, even when it cannot 
be said to animate, and is not always easily known from tlie 
true. It is that life of custom and accident in which many of 


ns jiass much of our time in the world ; tliat life in which we 
do what we have not purposed, and speak what we do not 
mean, and assent to wliat we do not understand ; that life which 
is overlaid by the weight of things external to it, and is 
moulded by them, instead of assimilating them; that, which 
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instead of growing and blossoming under any wliolesomc dew, 
is crystallised over with it, as witli lioar frost, and becomes to 
the true life wliat an arboresecncc is to a tree, a candied 
agglomeration of thoughts and lialnts foreign to it, brittle, 
obstinate, and icy, which can neither bend nor grow, but must 
be crushed and bi'oken to bits, if it stand in our wav. All 
men are liable to be in some degree frost-bitten in this sort ; all 
arc partly encumbered and crusted over with idle matter ; only, 
if they have real life in them, they are always breaking this 
bark away innioble rents, until it becomes, like the black strips 
upon the birch tree, only a witness of tlieir own inward 
strength. But, M’lth all tlie elT«>rts that the best men make, 
much of their being passes in a kind of dream, in wliicb they 
indeed move, and play their parts sufliciently, to the eyes of 
their fellow-dreamers, but have no clear consciousness of what 
is around them, or within them; blind to the one, insensible to 
the other, raiOpoi. I would not press the dclinition into its 
darker application to the dull heart and heavy ear; I liave to 
do with it only as it refere to tlie too frequent condition of 
natural existence, whether of nations or individuals, settling 
commonly upon them in proportion to tlieir age. The life of 
a nation is usually, like the flow of a lava stream, first bright 
and fierce, then languid and covered, at last advancing only by 
the tumbling over and over of its frozen blocks. And that 
last condition is a sad 'Oiie to look iijton. All the steps are 
marked most clearly in the arts, and in Architecture more tlian 
in any other; for it, being especially dependent, as we have 
just said, on tlie warmth of the true life, is also peculiarly 
sensible of the hemlock cold of the false; and I do not know 
anything more oppressive, wlien the mind is once awakened to 
its chaiacteristics, than the aspect of a dead architecture. Tlic 
feebleness of childhood is full of promise and of interest —the 
sti-uggle of imperfect knowledge full of energy and con- 
tinuity,— btit to see impotence and rigidity settling upon the 
form of the developed man ; to see the types which once had 
the die of thought struck fresh upon them, worn flat by over 
use; to see the shell of the living creature in its adult form 
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when its colors are faded, and its inhabitant perished,— this is 

a sight more humiliating, more melancholy, than the vanishing 

of all knowledge, and the return to confessed and helpless 
infancy. 

N.ay, it is to be wished that such return were always possi- 
ble. Tliere would be hope if we could change palsy into 
puerility ; but I know not how far we can become children 
again, and renew our lost life. Tlie stirring which has taken 
place in our architectuml aims and interests within these few 
years, is thought by many to be full of promised: I trust it is, 
but it has a sickly look to me. I cannot tell wliether it be 
indeed a springing of seed or a shaking among bones; and I 
do not think the time will be lost which I ask the reader to 
spend in the inquiry, how far all that we have liithcrto ascer- 
tained or conjectured to be the best in principle, may be for- 
mally practised without the spirit or the vitality which alone 
could give it intluence, value, or delightfulness. 

IV. Is^ow, in the fir.'^t place — and this is rather an important 
point — it is no sign of deadness in a present art that it borrows 
or imitates, but only if it borrows without paying interest, or 
if it imitates without choice. The art of a great nation, which 
is developed without any acquaintance with nobler examples 
than its own early efforts furnish, exhibits always the most 
consistent and comprehcusihle gi'Owth,and perliaps is regarded 
usually a.s peculiarly venerable in its self-origination. But 
there is something to my mind more majestic yet in the life of 
an architecture like that of tlie Lombards, nide and infantine 


in itself, and surrounded by fi-agnicnts of a nobler aif of which 
it is (piick in admiration and ready in imitation, and yet so 
stronir in its own new instincts that it rc-(;onstructs and re- 
arranges every fragment that it copies or borrows into harmony 
with its own thoughts, — a harmony at fii*st disjointed and awk- 
ward, but completed in the end, and fused into ])crfect organi- 
sation; all the borrowed elements being suljordinated to its 
own primal, unchanged life. I do not know any sensation 
more exquisite than the discovering of the evidence of this 
magnificent struggle into independent existence; tlie detection 
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of the borrowed thoughts, nay, tlie finding of the actual blocks 
and stones carved by other liands and in otlier ages, wronglit 
into the new walls, with a new expression and purpose given 
to them, like the blocks of unsubdued rocks (to go back to onr 
former simile) wliich we find in the heart of the lava current, 
great witnesses to tlic power wliich has fused all but tluise cal- 
cined fragments into the mass of its homogeneous lire. 

V. It will be asked, How is imitation to be rendered 


healthy and vital? Unhappily, while it is easy to enumerate 
the signs of life, it is impossible to define or to communicate 
life; and while every intelligent writer on Art has insisted on 
the difference between the copying found in an advancing or 
recedent period, none have been able to communicate, in the 
slightest degree, the force of vitality to tlie copyist over whom 
they might have influence. Vet it is at least interesting, if 
not profitable, to potc that two very distinguishing eburacters 
of vital imitation arc, its Frankness and its Auducity : its 
Frankness is especially singular; there is never any effort to 
conceal the degree of tlie sources of its borrowing. Ibiffaellc 
carries off a whole figure from Masaccio, or borrows an entire 


composition from Perugino, with as much traiujuillity and sim- 
plicity of innocence as a young Spartan pickpocket ; and the 
architect of a Romanesque basilica gathered liis columns and 
capitals wliere ho could find them, as an ant picks up sticks. 
Tliere is at least a presumption, when we find this fi-ank accept- 
ance, that tlicre is a sense within the mind of power capable of 
transforming and renewing wliatcver it adopts ; and too con- 
scious, too exalted, to fear the accusation of plagiarism, too 

certain that it c:ui prove, and has proved, its independence, to 
be afraid of expressing its lioinage to what it admires in tlie 
most open and indubitable way ; and the necessary consequence 
of this sense of power is the other sign I have namc<l — tlie 
Audaeit}' of treatment when it finds treatment necessary, the 
unhesitating and sweeping sacrifice of precedent wliere iirecc- 
dent becomes inconvenient. For instance, in the cliaractcristie 
forms of Italian Romanesque, in wliich the hypaethi-al por- 
tion of the heathen temple was replaced by the towering nave. 
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and wliere, in consequence, the pediment of the west front 
became divided into three portions, of wliich tlie central one. 
like the apex of a ridge of sloping strata lifted by a sudden 
fault, was Ijrokeu awav from and raised above the winsrs : there 
remaiued at the e.xtremities of the aisles two triangular frag- 
ments of pediment, which could not now be filled by any of 
the modes of decoration adapted for the unbroken space; and 
the difficulty became greater, when the central portion of the 
front was occupied by columnar ranges, which could not, with- 
out j)ainful abruptness, terminate sliort of the extremities of 
the wings. 1 know not what expedient would have been 
adopted by architects who had much respect for precedent, 
under such circumstances, but it certainly would not have been 
that of the Pisan, — to continue the range of columns into the 
pedimental sjiace, shortening them to its extremity until the 
shaft of the last column vanished altogether, and there remained 
only its capital resting in the angle on its basic plintli. I raise 
no question at present whether this arrangement be gi-accful or 
otherwise ; I allege it only as an instance of boldness almost 
without a parallel, casting aside every received principle that 
stood in its way, and struggling through every discordance and 
difficulty to the fulfilment of its own instincts. 

yi. Frankness, however, is in itself no excuse for repeti- 
tion, nor Audacity for innovation, when the one is indolent 
and the other unwise. Koblcr and surer signs of vitality 
mu.st be sought, — signs independent alike of tlic decorative or 
original chai*aeter of the style, and constant in every style that 
is determinedly progressive. 

Of these, one of the most important I believe to be a cer- 
tain neglect or contempt of refinement in execution, or, at all 
events, a visible subordination of execution to conception, 
commonly involuntary, but not unfrequently intentional. This 
is a point, however, on which, while I speak confidently, I 
must at the same time reservedly and carefully, as there would 
otherwise be mueli chance of my being dangerously misunder- 
stood. It has been truly observed and well stated by Lord 
Lindsay, that the best designers of Italy were also the most 
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careful in their ■workmansliip; and that the stability and finish 
of their masonry, mosaic, or other work wliatsoever, were 
always perfect in proportion to the apparent iiiij>ro!ability of 
the great designers condesceiKling to the care of details among 
us so despised. Not only do I fully admit and re-assert this 
most important fact, but I would insist upon perfect and nio.^t 


delicate finish in its right place, as a eliaractcristic of all the 


highest schools of architecture, as much as it is those of paint- 
ing. But on the other liand. as perfect finish belongs to the 
perfected art, a progressive finish belongs to progressive art; 
and I do not think that any more fatal sign of a stnpoi’ or 
numbness settling upon that undeveloped art could p()s.sil)ly 
he detected, than tliat it had been talcen. uhack by its own 
execution, and that the workmanship had gone ahead of the 
design; while, even in my admission of absolute fini.-^h in the 
right place, as an attribute of the perfected school, I must 
reserve to myself the right of answering in my own way tlio 
two very important questions, what is finish? and what /*- its 


right place? 

\ II. But in illustrating eitlier of these points, wc must 
remember that the correspondence of workmanship with 
thought is, in existent examples, intei*fered with by the adop- 
tion of the designs of an advanced ]>criod by the workmon of 
a rude one. All the beginnings of Clnistiau architecture are 
of this kind, and the necessary consequence is of com-se an 
increase of the visible interval between tlie power of realisa- 
tion and the beauty of the idea. Wc have at fii-st an imitation 
almost savage in its rudeness, of a classical design ; as tlie ait 
advances, the design is modilied by a mixture of Gothic gro- 
tesqiieness, and tlie execution more complete, until a harmony 
IS established between tlic two, in which balance they advance 
to new perfection. Now during the whole period in winch 
the ground is being recovered, there will bo found in the liv- 
ing architecture marks not to be mistaken, of intense imi>a- 
lence ; a struggle towards something unattained, which causes 
1 minor points of handling to he neglected; and a restless 
disdain of all qualities which appear citlier to confess content- 
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nient or to require a time and care wliicli miglit be better 
spent. And, exactly as a good and earnest student of drawing 
will not lose time in ruling lines or finisliing backgrounds 
about studies wliich, while they liave answered his iinincdiate 
])urpose, he kiuovs to be imperfect and inferior to what he 
will do hereafter, — so the vigor of a true school of cai-ly archi- 
tecture, which is either working under the influence of high 
example or wliich is itself in a state of rapid dcvclopement, is 
very curiously traceable, among other signs, in the contemjit 
of exact symmetiT and measurement, which in dead architec- 
ture are the most painful necessities. 

A"in. In Plate XII. flg. 1 I have given a most singular 
instance both of rude execution and defied symmetry, in the 


little pillar and spandril from a pannel decoration under the 
pulpit of St. "Mark's at Venice. Tlic impei-fection (not merely 
simidicity, but actual rudeness and ugliness) of the leaf orna- 
ment will strike the eye at once: this is general in works of 
the time, but it is not so common to And a capital which has 
been so carelessly cut ; its imperfect volutes being pushed up 
one side far higher than on the other, and contracted on that 
side, an additional drill hole being put in to fill the space; 
besides this, the member «, of the mouldings, is a roll wlicrc 
it follows tlic arch, and a fiat fillet at the one being shirred 
into tlie other at the angle b, and finally stopped short alto- 
gether at the other side by the most uncourteous and remorse- 
less interference of the outer moulding: and in spite of all 


this, the grace, proportion, and feeling of tlie wliolc arrange- 
ment are'^so great, that, in Us place, it leaves nothing to be 
desired ; all the science and symmetry in the world could not 
beat it. In fig. d 1 have endeavored to give some idea of the 
exeention of the subordinate ]iortions of a much higher work, 
the pulpit of St. Andrea at Pistoja. by Xicolo Pisano. It is 
covered with figure sculptures, executed with great care and 
delicacy; but when the sculptor came to the simple arch 
mouldings, he did not choose to draw the eye to them by oyer 
precision of work or over sharpness of shadow. The section 
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adopted, m, is peculiarly simple, and bo slight and obtu.st* in 
its recessions a.s never to produce a sliarp line; and it is 
svorked witli -what at iirst a]>pears slovenliness, but it is in fact 
BCiilptural .sh-tchhig ; exactly correspondent to a painters 
light execution of a i)ackgronnd : the lines appear and disaj)- 
pear again, arc soinctinies deep, sometimes shallow, sometimes 
quite broken oiT; and the recession of the cusp joins that of 
the external arch at », in the most fearless deliance of all 
mathematical laws of curvilinear contact. 

IX. Tliere is- .something very <lelightful in tins hold expres- 
sion of the mind of the great master. 1 do not say tliat it is 
the “perfect work” of j)atience, hut I tlnnk that injpatieiicc is 
a glorious character in an advancing .‘iclnad ; and I 1<*V(‘ tlie 
Komanesqne and early Ciothic especially, hecanse they alTord 
so much room for it ; accidental carelessness of mea>nr<Miient. 


or of c.xccntion being mingled iindistinguishably with tin* )nu- 
posed dujnirtures from symmetrieal regularity, ami tin* liixii- 
riousness of perpetually variable fancy, which arc cminentlv 
characteristic of both styles. How great, how fj*eqiu*nt tliev 
arc, and how brightly the severity architectural law is 
relieved by their grace and suddenness, has not, I tliink, ]»een 
enough observed ; still less, the unequal mcjisurements of even 
important features professing to be absolutely symmetrical, t 
am not so familiar with modern practice as to speak with con- 
fidence respecting its ordinary precision ; but I imagine that 
the folloM'Ing measures of tlic western front of the cathedral 
of Pisa, would he looked upon by present architects as very 
blundering approximations. That front is divided into seven 
arched compartments, of which the second, fourth or cent ml 
and sixth contain doors; the seven are in a most subtle alter- 
nating proportion ; the central being the largest, next to it tlie 
second and sixth, then the first and seventh, lastly the third 
and fifth. Py this arrangement, of course, these three paii-s 
should be equal ; and they arc so to the eye, but I found their 
actual measures to be the following, taken from jullarto pillar, 
in Italian braccia, palmi (four inches each), and inches : 
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Broccia. 

Palmi. 

lnche& 

Total in 
Inches. 

1. 

Central door 

8 

0 

0 = 

192 

2. 

Northern door i 

6 

3 

II 

1574 

3. 

Southern door ) 

6 

4 

3 = 

163 

4. 

Extreme northern space ) . . 

5 

5 

31- = 

1434 

5. 

Extreme southern space ) . . 

6 

1 

0^ = 

1484 

6. 

Northern intervals between 

the doors l 5 

2 

1 = 

129 

7. 

Southern intervals between tlie doors f 5 

2 

11 

1294 


There is tlius a difference, severally, between 2, 3 and 4, 5, 
of five inches and a half in the one case, and five inches in the 
other. 

X. This, however, may perhaps be ])artly attributable to 
some acconinKHlation of tlie accidental distortions which evi- 
dently took place in the walls of the cathedral during tlieir 
building, as much sis in those of the campsinile. To my mind, 
those of the Duomo are far the most wondei-ful of tlic two : I 
do not believe that a single i>ilhir of its wails is ajjsohitely 
vertical: the pavement rises and falls to dillerent heights, or 
rather the plinth of the walls sinks into it continually to dif- 
ferent doi>ths, the whole west front literally overhangs (I have 
not plumbed it ; but tlio inclination may be seen by the eye, 
by bringing it into visual contict witli the upright pilasters of 
the Oainpo Santo^: and a most extraordinary distortion in the 
nnusonrv of the sontheru wall shows that this inclination had 
begun wlien tlie first story was built. The cornice above the 
first arcade of that wall touches the tops of eleven out of its 
iifteen arches; but it suddenly leaves the tops of the four 
westernmost ; tlic arelies nodding westward and sinking into tlie 
ground, while the cornice rises (or seems to rise), leaving at 
aiiv rate, whetlier by the rise of the one or tlie fall of the 
uthcr, an interval of more than two feet between it and the 
top of tlie western arch, filled by added coui'ses of masomy. 
There is anutlier very curious evidence of this struggle of the 
architect vrith his yielding wall in the columns of the main 
entrance. (These notices are perhaps somewhat irrelevant to 
om- immediate subject, but they appear to me liighly interest- 
ing ; and they, at aU events, prove one of the points on which 



THE LAMP OF LIFE. 


147 


I would insist, — ^liow much of imperfection and variety in 
things professing to be symmetrical the eyes of those CJigef 
buildere could endure: they looked to loveliness in deUiil, to 
nobility in the whole, never to petty measurements.) Those 
columns of the principal entrance are among the loveliest in 
Italy; cylindrical, and decorated with a rich arabesrpie of 
sculptured foliage, which at the base extends nearly all round 
them, up to the black pilaster in which tl»ey are lightly en- 
gaged : but the shield of foliage, bounded by a severe line, 
narrows to their tops, where it covers their frontal segnicjit 
only ; thus giving, when laterally seen, a terminal line slojiing 
boldly outwards, which, as I tliink, was meant to conceal the 
accidental leaning of the western walls, and, by its oxaggcrattMl 
inclination in the same direction, to throw them by conijjari.'^on 
into a seeming vertical. 

XL There is another very curious instance of distortion 
above the central door of the west front. All the intervals 


between the seven arches arc tilled with black marble, eacli 
containing in its centre a white parallelogram tilled with aid* 
mal mosaics, and the whole surmounted by a bi'oad white band, 
wliich, generally, docs not touch the parallelogram below. 
But the parallelogram on the north of the central aich lias 
been forced into an oblique position, and toucdics the white 
band; and, as if the architect was determined to show that he 
did not care whether it did or not, the white hand suddenly 
gets thicker at that place, and remains so over the two next 
arches. And these differences are the more curious bccjiiiso 


the workmanship of them all is most iinished and masterly, 
and the distorted stones are fitted with as much neatness as 'if 
they tallied to a hair's breadth. There is no look of slnrrinn* 
or blundering about it; it is all coolly filled in, as if the builder 
had no sense of anything being wrong or extraordinary ; I only 
wish we had a little of his impudence. 

XIL Still, the reader will say that all these variations aro 
probably dependent more on the bad foundation than on the 
architect's feeling, Kot so the exquisite delicacies of change 
m the proportions and dimensions of the apparently symmetri- 
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cal arcades of the west front. It will be remembered that I 
saitl the tower of Fis;i wjis tlie only ngly tower in Italy, because 
its tiei*s were equal, or nearly so, in height; a fault this, so 
contrary to the spirit of the builders of the time, that it can be 
considered only as an unlucky caprice. Ferhaps the general 
aspect of the west frojit of the cathedral may then have oc- 
curred to the reader's mind, as seemingly another contradiction 
of the rule I had advanced. It would not have been so, how- 


ever, evc'u had its four upper arcades been actually equal ; as 
they arc subordinated to the great seven-arched lower story, in 
the manner before noticed respecting the spire of Salisbury, 
and as is actually the c;ise in the Duoino of Lucc^ and Tower 
of Fistoja. Fut the Ihsan front is far more subtly pi-oportion- 
ed. Not one of its four arcades is of like height with another. 
The highest is the tliird, counting upwards ;.and they diminish 
in noaiTy arithmetical jn-oportiou alternately; in the order 3rd, 
1st, 2iid, 4th. The inequalities in their arches arc not less rc- 
markahle : thev at first strike the eye as all eipial ; but there is 
a -race about ‘them which equality never obtained: on closer 
observation, it is perceived that in the first row of nineteen 
arches, eighteen are equal, and the central one larger than the 
rest; in the second arcade, the nine central arches stand over 
the nine below, having, like them, the ninth central one largest. 
But oil their flanks, where is the slope of the shoulder-like 
pediment, the arches vanish, and a wedge-shaped frieze takes 
their place, tapering outwards, in order to allow the columns 
to he carried to the extremity of the pediment ; and here, 
whore tlic heights of the shafts arc so far shortened, they a o 
set thicker; five shafts, or rather four and a 

four of tl.e arcade below, giving twenty-one mtcrvals mstcad 
of nineteen. In the next or third arcade, -winch, ’ 

is the highest,-eight arches, all equal, are given m the space 
of the nine below, so that there is now a central shaft ms ead 
of a central arch, and the .span of the arches is 
proportion to their increased height. Finally, m the «ppe> 
..•cade which ia the lowest of ai, the avches, the san,o n 
immber as those below, arc narrower than any of the fai^de . 
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the whole eight going very nearly above the six below them, 
while the terminal arclies of the lower arcade arc surmounted 
by flanking masses of decorated wall witli projecting figures. 

XIII. Now I call that Living Arcliitecture. There is 
sensation in every inch of it, and an accommodation to every 
architectural necessity, with a determined variation in arrange- 
ment, which is exactly like tim related propoi’tion.s and pro- 
visions in the structure of organic form. I have not space to 
examine the still lovelier proportioning of the external shafts 
of the ap.se of this marvellous building. I pi'efer, lest the 
reader should think it a peculiar example, to state the structure 
of another church, the ino.st graceful and grand ])iece of Ko- 
manesque work, as a fragment, iu north Italy, tliat of Sail 
Giovanni Evangelista at Pistoja. 

The side of that church luus three stories of arcade, dimin- 
ishing in height in bold geometrical proportion, while the 
arclies, for the most part, increase in number in arithmetical, 
i. e. two in the second arcade, and three in tlie third, to one in 
the first. Lost, however, this arrangement should be too 
formal, of the fourteen arches in the lowest series, that which 


contains the door is made larger than the rest, and is not in 
the middle, but the sixth from the AVest, leaving five on one 
side and eight on the other. Farther : this lowest arcade is 
terminated by broad flat pilasters, about half the width of its 
arches; hut tlio arcade above is continuous; only the two ex- 
treme arclies at the west end are made larger than all the rest 
and instead of coming, as they should, into the space of tlie 
lower extreme arch, take in both it and its broad pilaster 
Even this, however, was not out of order enough to satisfy the 
architect’s eye ; for there were still two arches above to each 
single one below : so at the east end, where there are more 
arche^ and the eye might be more easily cheated, what does ho 

thd^hTTr '’y '''‘If “ '"•‘•'ccio ; 

^ to^et 1 enlarged the upper ones, so 
^ to get only seventeen upper to nine lower, instead of eivli- 

wlml h“n- ^1 ® thorouglily confused, and The 

whole building throNvn into one mass, by the curious variations 
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in the adjustments of the superimposed shafts, not one of 
Avhicli is either exactly in nor positively out of its place; and, 
to get tins managed tlie more cunningly, there is from an inch 
to an inch and a half of gradual gain in the space of the four 
eastern arches, besides the confessed half braceio. Their 
measures, counting from the east, I found as follows : — 

Braccia. Falmi. Inches. 


1st 3 0 1 

2nd 3 0 2 

3ra 3 3 3 

4th 3 3 3^ 


The upper arcade is managed on the same principle; it 
looks at first as if there were three arches to each under pair; 
but thei*c are, in reality, only thirty-eight (or thirty-seven, I 
am not quite certain of this number) to the twenty-seven be- 
low ; and the columns get into all manner of relative positions. 
Even then, the builder was not satisfied, but must needs carry 
the irregularity into the spring of the arches, and actually, 
while the general effect is of a symmetrical arcade, there is not 
one of the arches the same in height as auotlier ; their tops 
undulate all along the wall like waves along a harbor quay, 
some nearly toucliing the string course above, and others fall- 
ing from it as much as five or six inches. 

°XTV. Lotus next examine the plan of flic west front of 
St. [Mark’s at Venice, wliich, though in many respects imper- 
fect, is in its proportions, and as a piece of ricl» and fantastic 
color, as lovely a dream as ever filled human imagination. It 
inav, ’perhaps, however, interest the reader to licar one opposite 
opinion upon this subject, and after wbat lias been urged in the 
preceding pages respecting proportion in general, more es- 
pecially respecting the wrongness of balanced catlicdral towci-s 
and other regular designs, together with my frequent refer- 
ences to the Doge's palace, and campanile of St. Mark's, as 
models of perfection, and my praise of the fonner especially 
as projecting above its second arcade, the following extracts 
from the journal of Wood the architect, written on his armad 
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at Venice, may have a pleasing freshness in them, and may 
show tliat I liave not been stating principles altogether trite or 


accepted. 


“The strange looking church, and the great ugly campanile, 
could not be mistaken. The exterior of this church surprises 
you by its extreme ugliness, more than by anything else.*’ 

“ The Ducal Palace is even more ugly than anything I have 
previously mentioned. Con.sidered in detail, I can imagine no 
alteration to make it tolerable; but if tins lofty wall had been 
net hack hchlnd the two stories of little arches, it would have 
been a very noble production.” 

After more observations on “a certain justness of propor- 
tion,” and on the appearance of riches and power in the church, 
to which he ascribes a i>loasing effect, he goes on : “ Some per- 
sons are of opinion that irregularity is a necessary part of its 
excellence. I am decidedly of a contrary opinion, and am con- 
vinced tliat a regular design of the same sort would be far su- 
perior. Let an oblong of good architecture, but not very showy, 
conduct to a fine cathedral, which should appear between two 
hifUj towers and have two obelisks in front, and on each side 
of this cathedral let other squares partially open into the fir.st, 
and one of these extend down to a harbor or sea shore, and you 

would have a scene which might challenge any thing in ex- 
istence.” ° 


MTiy Mr. "Wood was unable to enjoy the color of St. Markus, 

or perceive the majesty of the Ducal Palace, the reader will see 

after reading the two following extracts regarding the Caracci 
and Michael Angelo. 

. !! (Bologna) are to iny taste far preferable 

o those of Venice, for if the Venetian school surpass in color- 
ing, and, perhaps, in composition, the Bolognese is decidedly 

expression, and the Caraccis s/nTie here 


admired in this artist (M. An- 
^d di« composition in the lines 

hen/ I confess, I do not compre- 

liend, yet, while I acknowledge the beauty of certain foLs 
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and proportions in architecture, I cannot consistently deny that 
similar merits may exist in painting, though I am unfortunately 
unable to appreciate them.” 

I think these passages very valuable, as showing the effect 
of a contracted knowledge and false taste in painting upon an 
architect's undci-standing of his own art; and especially with 
what curious notions, or lack of notions, about proportion, that 
art has been sometimes practised. For Mr. AVood is by no 
means unintelligent in his observations generally, and his criti- 
cisms on classical art are often most valuable. But those who 


love Titian better than the Caracci, and who see something to ad- 
mire in Michael Angelo, will, perhaps, he willing to ])roceed with 
me to a charitable examination of St. Mark’s. 1' or, although the 
present course of European events affords us some chance of 
seeing the changes proposed i)y Mr. AVood carried into execu- 
tion, we may still esteem ourselves fortunate in having first 
known how 'it was left by the builders of the eleventh century. 

XV. The entire front is composed of an upper and lower 
scries of arches, enclosing spaces of wall decorated with mosaic, 
and supjjorted on ranges of shafts of which, in the lower series 
of arches, there is lyi upper range superimposed on a lower. 
Thus we have five vertical divisionsof the fa<;adc ; r.e. twotiere 
of shafts, and the arched wall they hear, below ; one tier of 
shafts, and the arched wall they bear above. In oi'dcr, however, 
to bind the two main divisions together, the central lower ai-eli 
(tlie main entrance) rises above tl.e level of the gallery and 

balustrade which crown the lateral arches. ^ , 

The proportioning of the columns and walls of the lower 

story is so lovely and so varied, that it would need pages of 
description before it could be fully uiuleratood ; but it may be 
generally stated thus: The height of the lower shafts, upper 
sliafts, and wall, being severally expressed by «, h J^ndc, then 
a‘.ev,c-.h{a being the liighest) ; and the diameter of shaf 
h is generally to the diameter of shaft a as lieight 5 is to height 
o."somotl.ing less, allowing for the large plintli winch dimin- 
ishes the apparent height of the upper shaft: and when tins is 
their proportion of width, one shaft above is put above one beloM . 
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with sometimes another upper sliaft interposed : hut in tiic ex- 
treme arclies a single under shaft bears two ujiper, proportioned 
as truly as the boughs of a tree; that is to say, tlie diameter of 
each upper=^ of lower. There being thus the three terms of 
pro])ortion gained in the lower story, thenpjier, while it is only 
divided into two main mcmbei*s, in order that the whole height 
ina}’ not be divided into an even miinl^er, luis the third term 
added in its pinnacles. So far of the vci’tical division. The 
lateral is still more subtle. Tlierc are seven arches in the lower 
story; and, calling tlic central arch «, and counting to the ex- 
tremity, they diminish in the alternate order c, d. The 
upper story has five arches, and two added j>innaclcs ; ami these 
diminish in regular the central being the largest, and the 

outermost the least. Hence, while one jiroportioii a.s(tcnds, an- 
other descends, like parts In music ; and yet the pyramidal form 
is secured for the whole, and, which Avas another great j)oint of 
attention, none of the shafts of the upper arches stand over 
those of the lower. 

XVI. It might have been thought that, by this plan, enough 
variety had been secured, but the builder was not satisfied even 
thus: for — atid this is the point l>earing on the present part of 
our subject— always calling the central arch o, and the lateral 
ones h and c in succession, the northern and c areconsidcnihly 
wider than the southern h and c, hut the southern d isa.siimch 
wider than the northern d, and lower beneath its cornice be- 
sides; and, more than this, I hardly believe that one of the 
effectively symmetrical members of the facade is actually syin- 
motricul with any other. I regret that I cannot state tlie actual 
measures. I gave up the taking them ujion the spot, owing to 
their e.xcessive complexity, and the embarrassment caused" by 
the yielding and subsidence of the arches. 

Do not let it be supposed that I imagine the Byzantine 
workmen to have had these various principles in their minds as 
they built. I believe they built altogether from feeling, and 
that It w^ because they did so, that there is this marvellous life, 
c angefulness, and subtlety running through their every ar- 
rangement ; and tliat we reason upon the lovely building as we 
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should Upon some fair growth of the trees of the earth, that 
know not their own beauty. 

XVII. Perhaps, however, a stranger instance than any I liave 
yet given, of the daring variation of pretended symmetry, is 
found in the front of the Cathedral of Bayeux. It consists of 
live arches with steep pediments, the outermost filled, the three 
central with doors ; and they appear, at first, to diminish in 
regular ]>roportion from the principal one in the centre. The 
two lateral dooi-s are very curiously nianaged. The tympana 
of their arches are filled with bas-reliefs, in four tiers; in the 


lowest tier there is in each a little temple or gate containing 
the principal figure (in that on the right, it is the gate of Hades 
with Lucifer). This little temple is carried, like a capital, by 
an isolated shaft which divides the whole arch at about -gof its 
breadth, the larger portion outmost ; and in that larger por- 
tion is the inner entrance door. This exact correspondence, in 


the treatment of both gates, might lead us to expect a corre- 
spondence in dimension. Xot at all. Tlic small inner northern 
entrance measures, in English feet and inches, 4 ft. 7 in. fiom 
jamb to jamb, and the southern five feet exactly. Five inches 
in five feet is a considerable variation. The outer northern 
porch measures, from face shaft to face shaft, 13^ft. 11 in., and 
the southern, 14 ft. 0 in.; giving a difference of 7 in. on 14^ ft. 
There arc also variations in the pediment decorations not less 


extraordinary. , . , 

XVIII I ima-ine I liavc given instances enoiigli, tlioiigli 

I conid mnitiply then indefl.iitcly, to prove tl.ut ti.ese vana_ 

tions are not mere binmiers, nor carelessnesses, hut tl.e result of 

a fixed scorn, if not dislike, of accui-ncy in measurements; and, 

in most cases, I believe, of a determined resoint.on to workmit 

an effective sv.nmetry by variations as subtle as tliose of Isa- 

turc To vvliat lengtlis tills principle was sometimes eariic , 

we sliall see by tlic verysingnlar management of tlie towci-s of 

Abbeville. I do not say it is riglit, still less tliat it is urong, 

but it is a wonderful proof of the fearlessness of a living arebl- 

toctnre ; for. say wliat wc will of it, tliat Fliimboyant of Frane^ 

however inorl.id, was as vivid and intense in its animation as 
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ever any phase of mortal mind; and it would have lived till 
now, if it had not taken to telling lies. I have before noticed 
the general difficulty of managing even lateral division, wli(!n 
it is into two equal parts, unless there be some third reconciling 
member. I shall give, hereafter, more examples of the modes 
in which this reconciliation is elfectcd in towers with double 
lights : tlie Abbeville architect put his sword to the knot per- 
haps rather too sharply. Vexed by the want of unity between 
his two windows he litei-ally laid their licads together, and so 
distorted tlicir ogee curves, as to leave only one of the trefoiled 
panels above, on the inner side, and three on the outer side of 
each arch. The arrangement is given in Plate XII. tig. 3. 
Associated with the various undulation of flamboyant curves 
below, it is in the real tower hardly observed, wldle it binds it 
into one mass in general cifect. Granting it, however, to be 
ugly and wrong, I like sins of the kind, for the sake of the 


courage it requires to commit them. In plate II. (part of a 
small chapel attached to the AVest front of the Cathedral of 8t. 
Lo), the reader will see an instance, from the same architecture, 
of a violation of its own principles for the sake of a peculiar 
meaning. If there be any one feature which the flamboyant 
architect loved to decorate richly, it was the niche— it was what 
the capital is to the Corinthian order; yet in tlio case before us 
there is an ugly beehive put in the place of the principal niche 
of the arch. I a,„ not sure if I am right in my interpretation 
of Its meaning, but I have little doubt that two figures below, 
ow broken away, once represented an Annunciation; and on 
another part of the same cathedral, I find the descent of tho 
Spirit, encompassed by rays of light, represented very nearly in 

he imliTdel f ‘I’^efore! to 

san e tTmelt r this effulgence, while at the 

AV et er tWs "r fi^ores below. 

denartum^ro '•^'"’‘■•kable as a daring 

dep^ure from the common liabits of the time ^ 

A ^Pl^^ndid is a license taken with the 

subjwt oTthrtv^^ Kouen. The 

ject of the tympanum bas-relief is the Last Judgment, and 
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the sculpture of the inferno side is eaiTied out -with a degree of 
j)Ower M’liose fearful grotesqueness I can only desenbe as a 
niino'liiiir of the minds of Orea«:na and Hosrarth. The demons 
arc perhaps even more awful than Orcagna’s; and, in some of 
the expressions of debased humanity in its utmost despair, the 
Englisli painter is at least equalled. Not less wild is the ima- 
gination which gives fury and fear even to the placing of the 
figures. An evil angel, poised on the wing, drives the con- 
demned troops from before the Judgment seat; with his left 
iiand he drags behind him a cloud, which lie is spreading like 
a winding-sheet over them all ; but they are urged by him so 
fui-iously, that they are driven not merely to the extreme limit 
of that scene, which the senljitor confined elsewhere within 
the tympanum, but out of the tympanum and hito the niches 
of the arch ; while tlie dames that follow them, bent by tlie 
hla.«t, as it seems, of the angel’s wings, rush into the niches 
also, and hui-st up throiujh their tracery, the three lowermost 
niches being rejiresented as all on lire, while, instead of tlicir 
usual vaulted and ribbed ceiling, there is a demon in tl.c roof 
of each, with his wings folded over it, grinning down out of 


the black shadow. ^ 

XX. I have, l)owover. piven enough instances of vita ity 

shown in mere daring, whetlier wise, as snrel} in this ast 
instance, or inexpedient; hnt, as a single exiinip c o le 
Vitiilifv of Assimilation, tlie faculty wliich turns to its pur. 
poses all material that is submitted to it, I t^ttlcl refer the 
rea.ler to tl,e extraordinary columns of the arcade on bo smith 
side of the Cathedral of Ferrara. A sing c arch of it is . n 
in Plate XIII. on the riftht. Four such arches fonmn? . 
frrottp. there are interposed tiro pairs of columns, n.s seen on the 
left of the same plate ; and then come another four arches. 
It is a lonj; arc-vlo of. I suppose, not less than forty are les 
perhaps of .natty more ; and in the praee and snnphe.ty of its 
stilted llvxantine curves I hardly know its equal. Its hke n 
fanev of colutnn, I certainly do not know ; there he.ng hardlj 
two correspondent, and the architect havinfr been ready, its it 
RoomR, to adopt ideas and rescinhlanees from an\ souices w 
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soever. The vegetatiou growing np tlie two colimins is hue, 
thongli bizai-re ; tlie distorted pillars beside it suggest images 
of less ag: 


rara ; anu, wjieii i liaci mushed my sKeten oi inc piuar, i iiau 
to got out of the way of some mereliants of miKCcllaueous 
wares, wlio were removing tlieir stall. It Imd been sliaded by 
an awning supported by poles, wliieh, in onler that tlie covering 
might be raised or lowered aecording to tlie lieight of <lie snn, 
were composed of two se])arate pieces, litte<l toeacli otlier by a 
rac/i\ h\ which I belield tlie jirototype of my ugly jiillar. It 
will not be tbougbt, after wbat I have above said of the im*\- 
pedienee of imitating anything but natural form, that I ad- 
vance this architect’s practice as altogetlier exemplary ; yet the 
bmnility is instructive, wliicli eondeseeuded to such sources for 
motives of thought, the boldness, which could dcjtart so far 
fi'om all established types of form, and the life and feeling, 
which out of an assemblage of such quaint and uncouth miite- 

riids, could produce an harmonious piece of ecclesiastical 
architecture. 

XXI. I have dwelt, liowevcr, pcrliaps, too long upon that 
form of vitality which is known almost as much by its erroi-s 
as by its atonements for them. Wo must briefly note the 
operation of it, which is always right, and always necessary 
upon those lesser details, where it can neither be supei-scded by 
pj eccuents, nor repressed by propjueties, 

I said, early in tliis essa^*, that hand-work might always be 
known from machine-work; observing, l.owcver, at the same 
me, that It was possible for men to turn themselves into ma- 
chines, and to reduce their laboivto the machine level ; but so 

'T*"- ‘"to what they 

do, and doing their best, it matters not liow bad workmen the'v 

pnee . It will be plainly seen that some places have been do- 
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liglited iu more than others — that there has been a pause, and 
a care about them ; and then there will come careless bits, and 
fast bits; and here the chisel will have struck hard, and there 
lightly, and anon timidly ; and if the man’s mind as well as 
his heart went with his work, all this will be in the right 
j)laces, and each part will set ofE the other ; and the effect of 
the whole, as compared with the same design cut by a machine 
or a lifeless hand, will be like that of poetry well read and 
deeply felt to that of the same vei’ses jangled by rote. Tliere 
are many to whom the difference is imj)ereeptible ; but to 
those who love ])oetry it is everything — they had rather not 
hear it at all, than hear it ill read ; and to those who love Ar- 
chitecture, the life and accent of the hand are everything. 
They had rather not have ornament at all, than see it ill cut — 
deadly cut, that is. I cannot too often rcj)eat, it is not coarse 
cutting, it is not blunt cutting, tliat is necessarily bad ; but it 
is cold cutting — the look of etpial trouble cverywliere — the 
smooth, diffused tranquillity of heartless pains — the regularity 
of a plough in a level field. The chill is more likely, indeed, 
to show itself in finished work than in any other — men cool 
and tire as they complete : and if completeness is thought to 
be vested in polish, and to he attainable by help of sand paper, 
we may as well give tlic work to the engine-lathe at once. I>ut 
riff/a fiiiisli is simply the full rendering of the intended im- 
pression ; and //(/A finish is the rendering of a well intended 
and vivid impression ; and it is oftener got by roi.gli tiian fine 
liandling. I am not sure whether it is frequently enough ob- 
served that sculpture is not the mere cutting of the of 

anything in stone; it is the cutting of the efert of it. A cry 
often tlm tme form, in the marble, would not be in the least 
like itself. Tlie sculptor must paint with his chisel: half lus 
tonclies are not to realize, hut to put power into the form : tlicy 
are touches of light and shadow ; and raise a ridge, or sink a 
liollow, not to represent an actual ridge or hollow, but to get a 
line of light, or a spot of darkness. In a coarse way, tins kind 
of e.xeeution is very marked in old French woodwork; the 
irises of the eyes of its chimeric monsters being cut boldly in- 



THE LAMP OP LIFE. 


159 


to holes, which, variously placed, and always dark, p^ive all 
kinds of strange and startling expressions, averted and askance, 
to the fantastic countenances. Perha])s the highest examples 
of this kind of sculpture-painting arc the works of IMino da 
Piesole; their best ctfects being reached by strange angular, 
and seemingly rude, touches of the chisel. The li[)S of one of 
the children on the tombs in the clmrch of the J lad ia, appear 
only half iinished when they arc seen close; yet the exj)rcssion 
is farther ciirried and more ineffable, than in any j)iecc of mar- 
ble I have ever seen, especially considering its <lelicacy, and the 
softness of the child-features. In a sterner kind, that of the 
statues in the ssicristy of St. Lorenzo equaks it, and there again 
by incompletion. I know no example of work in wliieh the 
forms arc absolutely true and conij)lete where such a result is 
attained ; in Greek sculptures is not even attempted. 

XXII. It is evident that, for architectural appliances, 
such masculine handling, likely as it must he to retain 
its effectiveness when higlicr finish would he injured 
hy time, must always be the most expedient ; and as it Ls im- 
possible, even were it desirable that the highest finish should 
be given to the quantity of work which covers a largo build- 
ing, it will be understood how precious the intelligence must 
become, which renders incompletion itself a means of addi- 
tional expression ; and liow great must be the dilferonee, wlieii 
tlio touches are rude aud few, between those of a careless and 
those of a regardful mind. It is not easy to retain anything 
of their character in a copy ; yet the reader will find one o'r 
two illnsti-ative points in the examples, given in Plato XIV. 
from the bas-reliefs of the north of Pouen Cathedral. Tlicro 
are three square pedestals under the three main niclies on each 
side of it, and one in the centre ; each of these being on two 
sides decoi-atcd M,dth five quatrefoiled panels. There are thus 
seventy quatrefoils in the lower ornament of the gate alone 
witliout counting tliose of the outer coui*so round it and of 
the pedestals outeide : each quatrefoil is filled with a b.4-relief 
the whole reaching to something above a man’s hciglit. A 
tnodem architect would, of course, have made all the five 
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qujitrefoils of eacli pedestal-side equal : not so the Medijeval. 
Thegenend form being apparently a qnatrefoil composed of 
seniicircles on the sides of a square, it will be found on exami- 
nation that none of the arcs are semicircles, and none of tlie 
basic figures squares. The latter arc rhomboids, having their 
acute or obtuse angles uppermost according to their larger or 
smaller size ; and the arcs upon their sides slide into sucli 
places as they can get in the angles of the enclosing parallelo- 
gram, leaving intervals, at each of the four angles, of various 
shapes, which are filled each by an animal. The size of the 
wliole panel being thus varied, the two lowest of tlie five ai-e 
tall, the next two short, and the uppermost a little higher than 
the lowest; while in the coui-se of bas-reliefs which surrounds 
the gate, calling either of the two lowest (which are equal), «, 
and either of the next two and the fifth and sixth c and (/, 
then d (the largest) :c::c:a::a: h. It is wonderful how much 
of the grace of the whole depends on these variations. 

XXIII. Each of the angles, it was said, is filled by an ani- 
mal. Tiiere are thus 7()X-I = 28() animals, all ditferent, in the 
mere fillings of the intervals of the bas-reliefs. Three of these 


intervals, with tlieir beasts, actual size, the curves 
u])on the stone, I have given in Plate XIV. 


being traced 


I say nothing of their general design, or of the lines of the 


wings and scales, which are perhaps, unless in those of the 
central dragon, not much above the usual cominorjplaccs of 
go«jd ornamental work; but there is an evidence in the fea- 
tures of thoughtfulness and fancy which is not (*oimnon, at 
lesist now-a-days. The upper creature on the left is l)iting 
something, the form of whicli is hardly traceable in the defaced 
gtoue — but biting lie is; and the reader cannot but recognise 
in the ])eculiarly reverted eye the expression which is never 
seen, as I think, but in the eye of a dog gnawing something 
in jest, and prcj)aring to start away with it : the meaning of 
the glance, so far as it can be marked by the mere incision of 
the chisel, will be felt by comparing it with the eye of the 
couchant figure on the right, in its gloomy and angry brood- 
ing. The plan of this liead, and the nod of the cap over its 
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brow, are fine; but tliere is a little touch above the liand es- 
pecially well meant: the fellow is vexed and puzzled in his 
malice ; and his hand is pressed hard on his check bone, and 
the flesh of the cheek is wrhiJded under the eye by the pres- 
sure. The whole, indeed, looks wretchedly coarse, when it is 
seen on a scale in which it is naturally comi^arcd with delicate 
figure etchings; but considering it as a mere filling of an 
interstice on the outside of a cathedral gtde, and as one of 
more than three hundred (for in my estimate I did not include 


the outer pedestals), it proves very noble vitality in the art of 
the time. 

^XIV. I believe the right question to ask, respect ing all 
omainent, is simply this : A\ as it done with enjoyment — was 
the carver happy wliilo lie was about it? It may he the hard- 
est work possible, and the liardcr because so much jileasuro 
was taken in it ; hut it must liave been happy too, or it will 
not be living. How m\ich of the stone mason's toil this con- 
dition would exclude I hardly venture to consider, hut the 
condition is absolute. There is a Gothic church lately built 
near Rouen, vile enough, indeed, in its general composition, 
but excessively rich in detail ; many of the details are designed 
with taste, and all evidently by a man who has studied"^ old 
Mork closely. But it is all as dead as leaves in December; 
there is not one tender touch, not one warm stroke, on the 
whole facade. The men who did it liated it, and were thank- 
ful when It was done. And so long as they do so they are 

merely loading your walls witli shapes of clay : the garlands 
of everlastings m Pere la Chaise arc more cheerful ornaments. 

ou cannot get the feeling by paying for it— money will not 
my life. I am not sure even that you can get it by watching 
or waiting for it It is true that here and there a workman 
may be found who bas it in him, but lie docs not rest con- 

work-he struggles forward into an 

available handicraftsmen 

^1. to sculptural omament, in the 

p en condition of that power, comes literally under the 
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liead of Sacrilice for tlie sacrilice’s sjike, or worse. I believe 
tlie only manner of rich ornament that is open to us is the 
geometrical color-mosaic, and that much might result from our 
strenuously taking up this mode of design. But, at all events, 
one thing we have in our power — the doing witliout it>achiiie 
ornament and cast-iron work. All the stamped metals, and 
artificial stones, ai»d imitation woods and bronzes, over the 
invention of which we hear daily exultation — all the short, and 
cheap, and easy ways of doing that whose difficulty is its honor 
• — are just so many new obstacles in our already encumbered 
road. They will not make one of us happier or wiser — they 
will extend neither the pride of judgment nor the privilege of 
enjovment. They will only make us shallower in our under- 
standings, coldei* in our hearts, and feebler in our wits. And 
most justly. For we arc not sent into this world to do any 
thing into which we cannot put our hearts. We have certain 
work to do for our bioad, and that is to be done strcnuou.'^ly ; 
other work to do for our delight, and that is to be done hear- 
tily : neither is to bo done by halves or shifts, but with a will ; 
and what is not worth this effort is not to be done at all. 


Perhaps all that we have to do is meant for nothing more than 
an exercise of tlic heart and of the will, and is useless in itself; 
but, at all events, the little u.se it has may well be spared if it 
is not worth putting our hands and our strength to. It does 
not become our immortality to take an ease inconsistent w'ith 
its autliority, nor to suller any instruments with which it can 
dispen.so, to come between it and the things it rules ; and lie 
who wouhl foi-m the creations of his own mind hy ,miy other 
instninieiit than liis own hand, would, also, if he might, give 
grinding organs to Heaven's angels, to make their music e;isier. 
Tlicrc is dreaming enough, and carthiness enough, and sensu- 
ality enough in human existence witliout our turning the few 
glowing moments of it into moclianism; and since our life 
must a” the best he hut a vapor that appears for a little time 
and tlien vanislics away, let it at least appear as a cloud in the 
height of Heaven, not as the thick darkness that broods over 
the blast of the Furnace, and rolling of the Wheel. 


CHAPTEK VL 


THE LAMP OF MKilORV. 


1. Among the houi*s of liis life to which tlic writer looks 
back with peculiar gratitude, as having been marked by more 
than ordinary fulness of joy or clearne&s of tea<iliing, is one 
passed, now some years ago, near time of sunset, among tlie 
broken masses of pine forest which skirt the course of the 
Ain, above the village of Cliampagnole, in the Jura. It is a 
spot which has all the solemnity, with none of the savageness, 
of the Alps; where there is a sense of a great power begin- 
ning to be manifested in the earth, and of a <lcep and majestic 
concord in the rise of the long low lines of piny hills; the 
first utterance of those mighty mountain symj>lionies, soon to 
be more loudly lifted and wildly broken along the battlements 
of the Alps. But their strength is as yet restrained ; and the 
far-reaching ridges of jjastoral mountain succeed each other, 
like the long and sighing swell which moves over quiet waters 
from some far-ofi stormy sea. And there is a deep tenderness 
pervading that vast monotony. The dcstnictive forces and 
^le stern expression of the central ranges are alike withdrawn. 
Ao frost-ploughed, dust-encumbered paths of ancient glacier 
fret tlie soft Jura pastures ; no splintered heaps of ruin break 
the fair i-anks of her forests; no pale, defiled, or furious rivers 
rend then- rude and changeful ways among her rocks. Pa- 
tiently, eddy by eddy, the clear green streams wind along their 

iov&? r T "P’ company of 

^ ““ong all tile bless- 

infforth’in*''? ‘V "’«>•« com- 
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enougli for all, but they cniehcd their leaves into all manner 
of strange shapes only to be nearer each other. There wjis 
the wood anemone, star after star, closing every now and then 
into nebuhe : and there was the oxalis, troop by troop like 
virginal processions of the Mois de Marie, the dark vertical 
clefts in the limestone choked up with them as with heavy 
snow, and touched with ivy on tl»e edges — ivy as light and 
lovely as the vine ; and, ever and anon, a blue gush of violets, 
and cowslip bells in sunny places ; and in the more open 
ground, the vetch, and comfrey, and mezereon, and the small 
sa])phire buds of the Polygala Alpina, and the wild strawberry, 
just a blossom or two, all showered amidst the golden softness 
of deej), warm, amber-colored moss. I ctimc out presently on 
the edge of the ravine : the solemn murmur of its watei*s rose 
suddenly from beneath, mixed with the singing of the thrushes 
among the pine boughs ; and, on the opposite side of the 
valley, walled all along as it was by grey cliffs of limestone, 
there was a hawk sailing slowly off their brow, touching them 
nearly with his wings, and with the shadows of the pines 
flickering upon his plumage from above; but with a fall of a 
Imndred fathoms under his breast, and the curling pools of the 
green river gliding and glittering dizzily beneath him, tlieir 
foam globes moving with him as lie flew. It would be ditH- 
cult to conceive a scene less dependent upon any other interest 
than that of its own secluded and serious beauty ; but the 


writer well remembers the sudden blankness and chill w’hich 
were cast upon it when he endeavored, in order more strictly 
to arrive at the sources of its impressiveness, to imagine it. for 
a moment, a scene in some aboriginal forest of the New Con- 
tinent. The flowers in an instant lost tlieir light, the river its 
music'*; the hills became oppressively desolate; a heaviness 
in the boughs of the darkened forest showed how much of 
their former power had been dependent upon a life which was 
not theirs, how much of the glory of tlie imperishahle, or eon- 
tinuallv renewed, creation is reflected from things more pre- 
cious in their memories than it, in its renewing. Those ever 
springing flowers and ever flowing streams had been dyed by 
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tlic deep coloi's of human endurance, valor, and virtue ; and 
the crests of the sable hills that rose a^inst the evening sky 
received a deeper worship, because their far shadows fell east- 
ward over the iron wall of Joux and the four-stpiare keep of 
Graiison. 

11. It is cOs the ccntralisiitioii and protectress of this sacred 
influence, that Architecture is to he re'jarded by us with tl»c 
most serious thought. AVc may live without her, and worshi)) 
without her, but we cannot remember without hei*. How cold 


is all history how lifeless all imagery, compared to tliat which 

the living nation writes, and the uncorrupted marble bears ! 

how many pages of donl)tful record might w’c not often spare, 

for a few stones left one upon another! The ambition of the 

old Babel builders was well directed for this world : there are 

hut two strong conquerors of the forgetfulness of men, Boetry 

and Architecture; and the latter in some sort includes the 

former, and is mightier in its reality ; it is well to have, not 

only what men have thought and felt, hut what their haTuls 

have handled, and their strength wrought, and their eyes behold, 

all the days of their life. The age of Homer issiirrounded with 

darkness, liis very personality with doubt. Not so that of 

Pericles : and the day is coming when wc shall confe.ss, that wo 

have learned more of Greece out of the crumbled fragments of 

her sculpture than even from her sweet singers or soldier liis- 

tonans. And if indeed there be any profit in our knowledge 

of the past, or any joy in the thought of being remembered 

hereafter, which can give strength to present exertion or 

patience to present endurance, there arc two duties respecting 

national architecture wdiose importance it is impossible to ovei” 

rate ; the firet, to render the architecture of the day historical • 

and the second, to preserve, as the most precious of inheritances,’ 
that of past ages. ’ 

directions tlmt Memory 
may truly be sa.d to be the Sixth Lamp of Arehiteeture ; for 

on i, ™emonal or monumental that a true perfee- 

^ rer^rtitb '""l this partly 

as they are, mth such a view, built in a more stable manner 


IGC 


THE LAMP OF MEMORY. 


and partly as their decorations are consequently animated by a 
nietaj)hurical or historical meaning. 

As rci^rds domestic buildings, there must always be a cer- 
tain limitation to views of this kind in the power, as well as in 
the hearts, of men; .<till I cannot but think it an evil si^^n of 
a people when their houses are built to last for one generation 
only. There is a sanctity in a good man’s house which cannot 
be renewed in every tenement that rises on its ruins: and I 
believe that good men would generally feel this ; and that liaving 
spent their lives hapj)ily and Ijonombly, they would be grieved 
at the close of them to think that the place of their earthly 
abode, which had seen, and seemed almost to sympathise in all 
their lionor, their gladness, or their suffering, — that this, with 
all the rec*ord it bare of them, and all of material things that they 
had loved and ruled over, and set the stamp of themselves 
upon — was to be swept away, as soon as there was room made 
for them in the grave ; that no respect M'as to be shown to it, 
no affection felt for it, no good to be drawn fj*om it by their 
children ; that though there was a monument in the church, 
there was no warm monument in the heart and liouse to them ; 
that all that they ever treasured was despised, and tlic jdaces that 
liad sheltered and comforted them were dragged down to the 
dxLst. Isay that a good man would fear this; and that, far 
more, a good son, a noble descendant, would fear doing it to his 
father’s house. I say that if men lived like men indeed, their 
liouses would bo temples— temples which we should liardly 
dai-c to injure, and in which it would make us holy to be permit- 
ted to live ; and there must be a strange dissolution of natural 
affection, a strange iiutliankfulncss for all that homes have gi\ on 
and parents taught, a strange consciousness that we have been un- 
faithful to our fathers’ honor, or that our own lives are not such 
as would make our dwellings sacred to our children, when each 
man would fain build to himself, and build for the little revo- 
lution of his own life only. And I look upon tl.osc pitiful concre- 
tions of lime and clay wliicli spring up in mildewed forwardness 
out of the kneaded fields about our capital— upon those thin, tot- 
tering, fouudationless shells of splintered wood and imitated 
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gtone — upon those gloomy rows of formalised miimtcness, alike 
•without difference and witliout fellowship, as solitary as similar 
— not merely with the careless disgust of an offended eye, not 
merely with sorrow for a desecrated laiidscjipe, but with a pain- 
ful foreboding that the roots of our national greatness must be 
deeply cankered when thc 3 ' are thus loosel^y struck in their na- 
tive ground; that those comfoi’tless and unhonored dwellings 
are the signs of a great and spreading spirit of popular disconteiit ; 
that they mark the time when every man’s aim is tt) be in some 
more elevated sphere than his natural one, and cver^' man’s 
past life is his habitual scorn ; wlien men build in the liopc of 
leaving the places they have built, and live in the hope of for- 
getting the yeai*s that they have lived ; when the comfort, tlie 
peace, the religion of homo have ceased to be felt; and the 
crowded tenements of a struggling and restless population differ 
only from the tents of the Arab or the Gipsy by their less 
healthy openness to the air of heaven, and less happy choice of 
their spot of earth ; by their sacrifice of liberty without the 
gain of rest, and of stability without the luxury of change. 

IV, This is no slight, no consequenccless evil : it is ominous, 
infectious, and fecund of other fault and misfortune. "NVlicn 


men do not love their hearths, nor reverence their thresholds, 
it is a sign that they have dishonored botli, and that they have 
never acknowledged the true univei-sality of that Cliiistiau 
worsldp wliich was indeed to supersede the idolatry, but not 
tlie piety, of the pagan. Our God is a Imusehold God, as well 
as a heavenly one ; He has an altar in every man’s dwelliim • 
let meu look to it >-hen they rend it lightly and ponr out Tts 
ashes. It IS not a question of mere ocular delight, it is no 
question of intellectual pride, or of cultivated and critical fancy 
how and with what aspect of durability and of completeness 
the domestic buildings of a nation shall he raised. It is one of 
those moral duties, not with more impuiiity to he neglected 
because the perception of them depends on a finely toired and 
balanced conscientiousness, to build our dwellings with care 

^ewCth“’ 7 ^ completion, and with a 

view to their duration at least for such a period as, in the ordi- 
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iiarv coui*se of national revolutions, might be supposed likely^o 
extend to the entire alteration of the direction of load interests. 
This at the least ; hut it would he better if, in ever}' possible 
instance, men built their own houses on a scale commensurate 
rather with their condition at the commencement, than their 
attainments at the termination, of their worldly career; and 
built tliem to stand as long as human work at its strongest can 
be hoped to stand ; recording to their children what they have 
been, and from what, if so it had been permitted them, they had 
risen. And when houses are thus built, we may have that true 
domestic arcliitccture, the beginning of all other, whi.eh does not 
disdain to treat with respect and tlioughtfulness the small habi- 
tation as well as the hn-ge, and which invests with the dignity of 


contented manhood the narrowness of worldly circumstance. 

y. I look to this spirit of honorable, proud, peaceful self- 
possession, tliis abiding wisdom of contented life, as probably 
one of the chief sources of great intellectual power in adages, 
and beyond dispute as the very primal source of the great archi- 
tecture of old Italy and France. To this day, the interest of 
their fairest cities depends, not on the isolated richness of p:d- 
ace5,but on the cherished and exciuisitc decoration of even the 
smallest tenements of their proud periods. Tlie most e abo- 
nite piece of architecture in Venice is a small lionsc at the hea( 
of the Grand Canal, consisting of a ground door with two stones 
above, three windows in the tirst, and two in the second. Many 
of the most exquisite buildings are on tlie narrower canals, and 
„f no larger diniensions. One of the most interest, ng pioees of 
fifteenth century architcetnre in North Italy is a small- house 
in a back street, behind the market-place of ^ 

date 1481 , and the n.otto, U. n\>t. rone. nan^. , it lias -d. o 

only a ground floor and two stories, with three windows m eac , 
senanted by rich flower-work, and with balconies, supported, 
remll one by an eagle with open wings, the latera on. by 
win-cd -riffins standing on cornucopue. Tlie idea that a hoiu 
mus" be lar-c in order to be well built, is altogetber of modern 
growth, anefis parallel with the idea, that no 
torieal, except of a size admitting hgurcs larger than hfe. 
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VI. I would liiivc, then, our ordinary dwcllinfr-houses 
built to last, and built to be lovely ; as rich and full of i)k*as;mt- 
ness as may be, within and without ; with what degree of like- 
ness to each other in stylo and manner, I will say presently, 
under another head ; but, at all events, witli such differences 
as might suit and express each man’s character and occupation, 
and partly his history. This right over the bouse, I conceive, 
belongs to its fii*st builder, and is to be respected by his chil- 
dren ; and it would be well that blank stones Khonld be left in 
places, to be inscribed with a smnmary of his life and of its ex- 
perience, raising thus the habitation into a kind of monument, 
and developing, into more systematic instruetiveness, that 
good custom which was of old universal, and which still 
r<»nains among some of the Swiss and Germans, of acknowl- 
edging the grace of God’s permission to build and possess a 
quiet resting-place, in such sweet words as may well close cuir 
speaking of these things. I have taken them from the front 
of a cottage lately built among the green pastures which de- 
scend from the village of Grindelwald to the lower glacier: — 

“Mit Iicrzlichcm Vcrtra\»en 
lint Jolianaes Mootvr uml Marin Rubi 
Dieses Ilaus Imucn liisscn. 

Der Hebe Golt woll uns bewnhren 
Vor nllem UriglQck unit Gefabreu, 

Uml es in Segen lassen stehn 

Auf der Rcisc durch diese Jnranicrzcit 

Nnch dem liimmlisclica Paradiesc, 

Wo alle Frommen wohneu, 

Da wird Gott sie bclobncu 
Mit der Friedenskrone 
Zu atle Ewigkeit.” 


... ^ buildings the historical purpose should bo 
SI 1 more definite. It is one of the advantiges of Gothic arcli- 
itccture — I use the word Gothic in the most extended sense 
as broadly opposed to classical, -that it admits of a richness of 
record al ogether unlimited. Its minute and mnltitndinons 
ptai-al de^rations afiord means of expressing, either sym- 
y or literally, all that need be known of national feeling 
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or acliievemcnt. More decoration will, indeed, be usually re- 
quired than can take so elevated a character; and much, even 
in tlie most thoughtful periods, has been left to the freedom 
of fancy, or suffered to consist of mere repetitions of some 


national bearing or symbol. It is, however, generally unwise, 
even in mere surface ornament, to surrender the power and 
privilege of variety which the spirit of Gothic architecture {ad- 
mits ; much more in important features — capitals of columns 
or bosses, and string-courses, as of course in all confessed bas- 
reliefs. Better the rudest work that tells a story or records a 
fact, than the richest without meaning. There should not bo 
a single ornament put upon great civic buildings, without some 
intellectual intention. Actual representation of liistory has in 
modern times been checked by a difficulty, mean indeed, bftt 
steadfast: that of unmanageable costume; nevertheless, by a 
sufficiently hold imaginative treatment, and frank use of sym- 
bols, all such obstacles may be vanquished; not perhaps in tlic 
degree necessary to j)roducc sculpture in itself satisfactory, hut 
at all events so as to enable it to become a grand and expres- 


sive element of architectural composition. Take, for example, 
the manageincnt of the capitals of the duciil palace at Venice. 
History, as such, was indeed entrusted to the painters of its 
interioV, but every capital of its arcades was filled with meaning. 
Tiie large one, the comer stone of the whole, next the entrance, 
wa.s devoted to tlic symholisation of Abstract Ju.stice; above 
it is a sculpture of the Judgment of Solomon, rcmarkahle for 
a beautiful subjection in its treatment to its decorative purpose. 
The figures, if" the subject had been entirely composed of tliem, 
would^have awkwardly interrupted the line of the angle, and 
diminished its apparent strength ; and therefore in the midst 
of them, entirely without relation to them, and indeed actually 
hetwceii the executioner and interceding mother, there rises 
the ribbed trunk of a massy tree, which supports and continues 
the shaft of the angle, and whose leaves above overshadow 
and enrich the whole. The capital below bcara among its ieaf- 
a.re a throned figure of Justice, Trajan doing justice to the 
widow, Aristotle “chc die’ legge,” and one or two other sub- 
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jects now unintelligible from decay. The capitals next in 
order represent the virtues and vices in succession, jus preserv- 
ative or destructive of national pcjicc and power, concluding 
with Faith, with the inscription “ Fidcs optima in Deo cst.” 
A figure is seen on the o])positc side of the caj)itul, worship- 
ping the sun. After these, one or two capitals arc fjincifully 
decorated with birds (Plate V.), and then come a series re]>- 
resenting, firat the various fruits, then the national costumes, 
and theu the animals of the various countries subject to Vene- 
tian rule. 

VIII. Now% not to speak of any more importjint public 
building, let us imagine our own India House adorned in this 
Way, by historical or symbolical sculpture: massively built in 
the firat place; then chased wuth bjis-reliefs of our Iiulian bat- 
tles, and fretted with carvings of Oriental foliage, or inlaid with 
Oriental stones; and the more important mcml)ei*s of its deco- 
ration composed of groups of Indian life :ind laudscjipe, and 
prominently expressing the phantasms of Hindoo w’orship in 
their subjection to the Cross. AVould not one such work he 
better tlum a tliousand histories ? If, however, we have not 
the invention necessary for such efforts, or if, wdiieh is probably 
one of the most noble excuses wc can offer for our deficiency in 
such mattere, wo have less pleasure in talking about oui-selves, 
eveii in marble, than the Continental nations, at least avo have no 
excuse for any want of cjire in the points whicli insure the build- 
ing’s endurance. And as tliis question is one of great interest in, 
its relations to the choice of various modes of decoration, it will 
be necessary to enter into it at some length. 

IX. The benevolent regards and purposes of men in masses 
seldom can be supposed to extend beyond their owm generation. 
Tliey may look to posterity as an audience, may hope for its 
attention, and labor for its praise: they may trust to its recog- 
nition of unacknowledged merit, and demand its justice for con- 
temporaiy wrong. But all this is mere selfishness, and does not 
involve the slightest regard to, or consideration of, the interest 
of those by whose numbera we would fain swell the circle of 
our flatterers, and by whose authority we would gladly support 
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our presently disputed claims. The idea of self-denial for the 
sake of posterity, of practising present economy for the sake 
of debtoi*s yet unborn, of planting forests that our descendants 
may live under their shade, or of raising cities for future 
nations to inhabit, never, I suppose, efficiently takes place among 
publicly recognised motives of exertion. Yet these are not the 
less our duties; nor is our part fitly sustained upon the earth, 
. unless the range of our intended and deliberate usefulness in- 
clude not only the conij)anions, but the successors, of our pil- 
grimage. (»od has lent us the earth for our life; it is a great 
entail. It belongs as much to those who are to come after us, aud 
whose names arc already u'rittoi in the book of creation, as to 
us ; and we have no right, by anything that we do or neglect, 
to involve them in unnecessary penalties, or deprive them of 
bcnctits which it was in our power to bequeath. And this the 
more, because it is one of the appointed conditions of the labor 
of men that, in proportion to the time between the seed-sowing 
and the harvest, is the fulness of the fruit ; and that generally, 
therefore, the fai'tlier off we j>lace our aim, and the less we desire 
to be ourselves the witnesses of what we have labored for, tlie 
more wide and rich will be the measure of our success. Jleii can- 
not benetit those that are with them as they can benefit those 
who come after them ; and of all the pulpits from which huinau 
voice is ever sent forth, there is none from which it reaches so 


far as from the grave. 

X. Nor is there, indeed, any present lo.ss, in such respect, for 
futurity. Every liuinan action gains in honor, in grace, in all 
true magnificence, by its regard to things that are to come. It 
is the far sight, the quiet aud confident ]«itienee, that, above ail 
other attributes, separate man from man, and near him to his 
Maker ; and there is no action nor art, whose majesty we may 
not melisurc by this test. Therefore, when we build let us 
think that we build for ever. Let it not be for present delight, 
nor for present use alone ; let it be su<di work as our descen- 
dants will thank us for, and let us think, as we lay stone on stone, 
that a time is to come when those stones will be hold sacred 
because our liaiids have touched them, and that men will say as 
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thej look upon the labor and wrought s\il)stancc of them, “ See ! 
this otir fatliei*s did for ns.” For, indeed, the greatest gloi-y of 
a building is not in its stones, or in its gold. Its glory is in its 
Age, and in that deep sense of voicefulness, of stern watching, 
of mysterious sympathy, nay% even of a]>pi*oval or condemna- 
tion, which we feel in walls that have long been \vashed by the 
passing waves of humanity. It is in their lasting witness 
against men, in their quiet contrast with the transitional char- 
acter of all things, in the strength w’hicli, through tlic lapse of 
seasons and times, and the decline and birth of dyinisties, and 
the changing of the face of the earth, and of the limits of the sea, 
maintains its sculptured shapeliness for a time insuperable, con- 
nects forgotten and following ages with each other, and half 
constitutes the identity, as it concentrates the sym])athy, of 
nations; it is in that golden stain of time, that we are to look 
for the real light, and color, and preciousness of architecture; 
and it is not until a building has assumed this character, till it 
has been entrusted with the fame, and hallowed hy the deeds 
of men, till its walls have been witticsscs of suffering, and its 
pillars rise ont of the shadows of death, that its e.vistcnce, more 
lasting as it is than that of the natural objects of the worhl 

around it, can be gifted with even so much ,4 these possess of 
language and of life. 


XI. For that period, then, we must build; not, indeed, re- 
fusing to onmelves the delight of present completion, nor hesi- 
fating to follow such portions of character .a-s iiiav depend upon 
delicacy of e.vecution to the highest perfection of which they 
are capable, even although wo may know that in the course of 
yearn such details must perish ; but taking care that for work 
of this kind we sacrifice no enduring quality, and that the 
budding shal not dei«.id for its impressiveness upon anything 

comno -r" a ■ law of good 

composition .under any circumstances, the airangemont of tho 

Wger masses being always a matter of greater im^p“ee tlmn 
the treatment of the smaller ; bnt in arehitoMni<i:» 
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(■which is still more to be considered) there is a beauty in those 
effects tlieinselves, wliicli nothing else can replace, and wliich 
it is our wisdom to consult and to desire. For though, hither- 
to, we have been speaking of the sentiment of age only, there 
is an actual beauty in the marks of it, such and so great as to 
have become not unfreqnently the subject of especial choice 
among certain schools of art, and to have impressed upon those 
schools the character usually and loosely expressed by the term 
“picturesque.” It is of some importance to our present pur- 
pose to determine the true meaning of tliis expression, as it is 
now generally used ; for there is a principle to be developed 
from that use which, while it has occultly been the ground of 
much that is true and just in our judgment of art, has never 
been so far understood as to become definitely serviceable. 
Probably no word in the language (exclusive of theological cx- 
pressionsj, has been the subject of so frequent or so prolonged 
dispute ; yet none remained more vague in their acceptance, 
and it seems to me to be a matter of no small interest to in- 
vestigate the essence of that idea which all feel, and (to appear- 
ance) with res])ect to similar things, and yet which every at- 


tempt to detine has, as I hclicve, ended either in mere enumera- 
tion of tlie effects and objects to which the term lias been 
attached, or else in attempts at abstraction more palpably 
nngatory than any which have disgraced metaphysical investi- 
gation on otlier subjects. A recent critic on Art, for instance, 
has "Tavcly advanced the tlicory that the essence of the pietur 
esque consi-sts in the expression of “universal decay. It 
would he cm-ious to see the result of an attempt to illustrate 
tliis idea of the picturesque, in a painting of dead flowers and 
decayed fruit, and equally curious to trace the steps of any 
rensonins which, o.. mich « theory, shouhl account for tl.e 
picturesciueness of an ass colt as opposed to a ho.-sc foal. But 
Ihere is .uuch excuse for even tl.e most utter fa,l..re lu rcason- 
in<rs of tills hind, since tl.e subject is, indeed, one of the most 

obscure of all tl.at may 

reason • and tlie idea is itself so varied m the minds 

Inen a;;ording to their subjects of study, tliat no definition 
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can be expected to embrace more than a certain number of its 
inliiiitely multiplied forms. 

XII. That peculiar character, however, which separates the 
picturesque from the charactei-s of subject belonging to the 
higher walks of art (and this is all that it is necessary for out 
present purpose to define), may be shortly and decisively ex- 
pressed. Pictnresqueuess, in this sense, is I^araftitical Sub- 
limiUj, Of course all sublimity, as well jis all beauty, is, in the 
siniple etymological sense, picturesque, that is to say, fit to be- 
come the subject of a j)icture; and all sublimity is, even in tlic 
peculiar sense which I am endeavoring to develoj)e, picturesque, 
as opposed to beaut}" ; that is to say, there is more ])icturcsque- 
ness in the subject of Michael Angelo tlian of l^erugino, in 
proportion to the prevalence of the sublime element over the 
beautiful. But that character, of which the extreme pur.suit is 
generally admitted to be degrading to art, is parasitical sub- 
limity ; i. e., a sublimity dependent on the accidents, or on the 
least essential charactei-s, of the objects to which it belongs; 
and the picturesque is develoj)ed diMinctiveh/ exacthj in pnn 
portion to the distance from the centre of thought of those 
points of character in, which the s^Mimity is found. Two 
i'leas, therefore, are essential to picturcsquencss, — the fii-st, that 
of sublimity (for pure beauty is not picturesque at all* and 
becomes so only as the sublime element mixes witli it), and the 
second, the subordinate or parasitical position of that sublimity. 
Of course, therefore, whatever characters of line or shade or 
expression are productive of sublimity, will become productive 
of picturesqueness; what these character are I shall endeavor 

enZ at length ; but, nmong those wliieh are gen- 

erally acknowledged, I may name angular and broken lines 
v.goro„s oppositions of light and shadow, and grave deep o^ 
oldly contrasted color; and all these are in a -^ill higher^’de- 

Lnd "«-^«'"Wance or association, they re- 

Now%r these ew[erarlr%r o'- waves': 

ahstraet snhlimity, he fo.md in^,: W :S:nrtirrf 
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■\vliat we contemplate, as tlic sublimity of Michael Angelo de- 
pends on the expression of mental character in his tigures far 
more than even on the noble lines of their arrangement, the 
art which represents such characters cannot be properly called 
picturesque : but, if the}’ be found in the accidental or external 
qualities, the distinctive picturesque will l)e the residt. 

XIII. Thus, in the treatment of the features of the human 
face by Francia or Angelico, the shadows are employed only 
to make the contours of the features thoroughly felt ; and to 
tho.«e features them.<elvcs the mind of the observer is exclu- 
sively directed (that is to say, to the essential characters of the 
thing represented). All power and all suldimity rest on these; 
the shadows are used only ft>r the sake of the features. On 
the contrary, by Kcmbrandt, Salvator, or Caravaggio, the 
features arc used for ihc sake of the shadoic/* ; and the atten- 
tion is directed, and the power of the i)ainter addressed to 
characters of accidental light and shade c:jst across or around 
those features. In the ca.se of Fembrandt there is often an 


essential sublimity in invention and expression besides, and 
always a high degree of it in the light and shade itself ; but it 
is for the most part parasitical or engrafted sublimity as regards 
tlie subject of the painting, and, just so far, picturesque. 

XIV. Again, in the management of tlic sculptures of the 
Parthenon, shadow is frequently C!Tii)loycd as a dark field on 
wliich the forms ai-c drawn. This is visibly the case in the 
metopes, ami must have been nearly as mncli so in the pedi- 
ment. Put the use of that shadow is entirely to show the 
confines of the figures; and it is to thch and not to the 

shapes of the shadows behind them, that tlic art and tlie eye 
arc addressed. Tlie figures themselves arc conceived as much 
as possible in full light, aided by bright, reflections; they arc 
drawn exactly as, on vases, white figures on a dark ground: 
and the sculptors have dispensed with, or even struggled to 
avoid, all shadows which were not absolutely ncecs.sary to the 
explaining of the form. On the contrary, in Gothic sculpture, 
the shadow becomes itself a subject of tlioughb It is con- 
sidered as a dark color, to be arranged in certain agreeable 


THE LAMP OF IHEMOUY. 


177 - 


masses; the figures are very frequently made even 6ii])oi*dinate 
to the placing of its divisions : and tlicir costume is enrielied 
at the expense of the forms imderneuth, in order to increase 
the complexity and variety of tlie points of shade. There ai-e 
thus, both in sculpture and painting, two, in some sort, ojtpo- 
site schools, of which the one follows for its subject the essen- 
tial forms of things, and the other tlie accidental lights and 
shades upon them. There arc various degi*ees of tlieir contra- 
ricty . middle steps, as in the works of CojTcggio, and all de- 
grees of nobility and of degradation in tlie several manners: 
but the one is always recognised as the ])ure, and the other as 
the picturesque school. Portions of picturesque treatment will 
he found in Greek work, and of pure and un]>icturesrjne 
in Gothic; and in both there arc countless instances, as jn-e- 
emincntly in the works of Jlichaol Angelo, in which shadows 
become valuable as media of expression, and therefore take 
rank among essential cliaracteristics. Into these multitudinous 
distinctions and exceptions I cannot now enter, desiring only to 
prove the broad applicability of the general definition.^ 

XV. Again, the distinction will be found to exist, notonly 
between fonns and shades as subjects of choice, hut between 
essential and inessential forms. One of the chief distinctions 
between tlic di-amatic and picturesque schools of sculi>ture is 
found in the treatment of the hair. By the artists of the time 
of 1 cnclcs It was considered as an cxcrc.sccnce,’'’ indicated by 
few and rude lines, and subordinated in every particular to the 
principality of the features and person. JIow completely this 
^^as an artistical, not a national idea, it is iinnoec.ssarv to prove 

1 Lamhv.nonians, 

Reported by the Peis, an spy on the evening before tlie battle of 

ilicrmopyte or glance at any Homeric description of ideal 
lorin to Bee how purely sculpturesque was the law which re- 
duced the markings of the hair, lest, under the necessary dis- 

the 1 “ l-'“e>-^enlptnre, 

Ind lileT --km- 

and while the features and limbs are clumsily and hlnntly exe- 
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cuted, the liair is curled and twisted, cut into bold and shadowy 
projections, and arranged in masses elaborately ornamental: 
there is true sublimity in the lines and the chiaroscuro of these 
masses, but it is, as regards the creature represented, parasitical 
and therefore picturescjue. In the same sense we may under 
stand the application of the term to modern animal painting 
distinguished as it has been l)y peculiar attention to the colors 
lustre, and texture of skin ; nor is it in art alone that the defini 
tion will hold. In animals themselves, when their sublimity 
depends upon their muscular forms ormotions, or necessary and 
principal attributes, as perhaps more than all others in the hoi'se, 
we do not call them picturesque, but consider them as pecu- 
liarly fit to he associated witli pure historical subject. Exactly 
in proportion as their character of sublimity passes into excres- 
cences; — into mane and beard as in the lion, into horns as in the 
stag, into shaggy hide as in the instance above given of the ass 
colt, into variegation as in the zebra, or into plumage, — tliey 
become picturesque, and are so in art exactly in proportion to 
the prominence of these excrcscential characters. It may often 
be most expedient that they should be prominent ; often there 
is in them the highest degree of majesty, as in those of the 
leopard and boar ; and in the hands of men like Tintorct and 
Kubens, such attributes become means of deepening the very 
highest and most ideal impressions. But the picturesque direc- 
tion of tlieir thoughts is always distinctly recognizable, as 
clinging to the surface, to tlie less essential cliaracter, and as 
developing out of tliis a sublimity different from tiiat of the 
creature itself ; a sublimity wliich is, in a sort, common to all 
the objects of creation, and the same in its constituent elements, 
whether it be sought in the clefts and folds of shaggy Itair, or 
in the chasms and rents of rocks, or in tlie hanging of thickets 
or hill sides, or in the alternations of gaiety and gloom in the 
variegation of the sliell, the plume, or the cloud.^ 

XVI. Now, to return to our immediate subject, it so hap- 
pens tliat, in architecture, the suijerindnced and accidental 
beanty is most commonly inconsistent with the preservation of 
oriyinal character, and tlie picturesque is tlierefore sought in 
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rwin, and sl^pposed to consist in decay. Whereas, even when 
60 sought, it consists in the mere sublimity of the rents, or 
fractures, or stains, or vcgctJition, which assimilate tlic archi- 
tecture with the work of Nature, and bestow upon it tlio.so 
circumstances of color and form whicli arc universally beloved 
by the eye of man. So far as tliis is done, to the extinction of 
the true chai'acters of the arclntccture, it is picturesque, and 
the artist who looks to tlie stein of the ivy instead of the shaft 
of the pillar, is carrying out in more daring freedom the de- 
based sculptor's choice of the liair inj^tcail of the countenance. 
But so far as it can be rendered consistent with tlic inlicrcnt 
character, the ])icturesqne or extraneous snl)liinity of arclntec- 
turc lias just tliisof noliler function in it tlian that of any other 
object whatsoever, that it is an exponent of age, of that in 
which, as has been said, the greatest glory of a building con- 
sists; and, tlioreforc, the external signs of tliis glory, having 
power and purpose greater than any belonging to tiieir mere 
sensible beauty, may be considered as taking rank among ]>uro 
and essential cliai-actcrs ; so essential to my mind, fliat I tliink 
a building cannot be considered as in its prime until four orhvo 
centuries have passed over it ; and that the entire choice and 
arrangement of its details should have reference to their aj)- 
pcarance after that period, so that none should he admitted 
winch would suffer material injury cither by the weather-stain- 
ing, or the mechanical degradation wliich the lapse of sucli a 
period would necessitate. 


XVII. It is not my pui-posc to enter into any of the ques- 
tions which the application of this principle involves. They 
are of too great interest and complexity to he even touched 
upon within my present limits, but this is broadly to he noticed 
lat those styles of architecture w-hicli arc picturesque in tlio 
sense above explained with respect to sculpture, tliat is to say, 
wiose decoration depends on tlie arrangement of points of 
shade rather than on purity of outline, do not suffer, but com- 
monly gam in richness of effect wlien their details are partly 
om away; hence such styles, pre-eminently that of French 
Gothic, should always he adopted when the materials to be ein- 
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ployed are liable to degradation, as brick, sandstone, or soft 
limestone ; and styles in any degree dependent on purity of 
line, as the Italian Gothic, must be practised altogether in hard 
and undecomposing materials, granite serpentine, or eiystalline 
marbles. There can be no doubt that the nature of the acces- 
sible materials influenced the formation of both styles; and it 
should still more authoritatively determine our choice of either. 

XVni. It does not belong to my present plan to consider 
at length the second head of duty of which I have above 
spoken ; the preservation of the architecture we possess: but a 
few words may be forgiven, as especially necessary in modern 
times. Neither by the public, nor by those who have the care 
of public momimcnts, is the true meaning of the word resto- 
ration understood. It means the most total destruction which 
a ljuilding can suffer: a destruction out of which no remnants 
can be gathered ; a destruction accompanied with false descrip- 
tion of the tiling destroyed. Do not let us deceive oui'sclves^ 
in this important matter; it \% impossihle^ as impossible as to 
raise the dead, to restore anything that has ever been great or 
beautiful in architcctui’c. Tiiat which I have above insisted 
upon as the life of the whole, that spirit which is given only by 
the hand and eye of the workman, never can be recalled. An- 
other spirit may be given by anotlicr time, and it is then a new 
building; but the spirit of the dead workman cannot be sum- 
moned up, and commanded to direct other hands, and otlier 
thoughts. And as for direct and simple copying, it is jialpably 
impossible. Wliat copying can there be of surfaces tliat have 
been worn half an inch down? The wliole finisli of the work 
was in the half inch that is gone; if you attempt to restore 
that finish, you do it conjectiirally ; if you copy what is left, 
granting fidelity to be possible (and what care, or watchfulness, 
or cost can secure it ?), how is tlie new work better than the old ? 
There was yet in the old some life, some mysterious suggestion 
of what it had been, and of wbat it had lost; some sweetness 
in tlie gentle lines which rain and sun had wrought. There 
can he none in the brute hardness of the new carving. Look 
at the animals which I have given in Plate 14, as an instance 
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of living work, and suppose tlie markings of the scales and 
liair once wora away, or the wrinkles of the brows, and who 
shall ever restore them? The fii^st step to restoration (I have 
seen it, and that again and again, seen it on tlie Baptistery of 
Pisa, seen it on the Casa d’ Oro at Venice, seen it on the Cathe- 
dral of Lisieux), is to dash the old work to pieces ; the sec- 
ond is usually to put up the cheapest and basest imitation 
which can escape detection, but in all eases, however careful, 
and however labored, an imitation still, a coM model of sueli 
parts as cffn be modelled, with eonjeeturnl supplements; and 
my experience has as yet furnished me with only one instance, 
that of the Palais do Justice at Rouen, in which even this, the 
utmost degree of iidelity whicli is possible, has been attained 
or even attempted. 

XIX. Do not let us talk then of restoration. The thing is 
a Lie from bcginnijjg to end. You may make a model of a 
building as yon may of a corpse, and ^’oiir model may have? 
the shell of the old walls within it as your cast might have the 
skeleton, with what advantage I neither see nor care ; hut the 
old building is destroyed, and that more totallyand mereilesslv 
than if it had sunk into a heap of dust, or melted into a mass 
of clay: more has been gleaned out of desolated Nineveh than 
ever will be out of re-buitt Milan. But, it is said, there may 
come a necessity for restoration! Granted. Look the neoes- 
sity full in the face, and understand it on its own terms. It is 
a necessity for destruction. Accept it as such, pull tlie build- 
ing down, throw its stones into neglected corners, make ballast 
of them, or mortar, if you will; but do it honestly, and do not 
set up a Lie iil* their place. And look that necessity in the face 
before it comes, and you may prevent it. Tlie prineijilc of 
modern times (a principle which I believe, at least in France, 
to be systematically acted on hy the masons, in order to find 
themselves work, as the abbey of St. Ouen was pulled down by 
the magistrates of the town by way of giving work to some 
vagrants,) is to neglect buildings first, and i-estore them after- 
wards. Take proper care of your monuments, and you mIII not 
need to restore tliem. A few sheets of lead put in time upon 
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the roof, a few dead leaves and sticks swept in time out of a 
watcr-c*t»ui-se, will s;ive both roof and walls from ruin. "Watch 


an old building with an anxious care ; guard it as best you may, 
and at awycost from every influence of dilapidation. Count 
its stones as you would jewels of a crown ; set watches about 
it as if at the gates of a besieged city ; bind it together with 


iron where it loosens; stay it with timber where it declines; 


do not care about the unsightliness of the aid ; better a crutcli 
than a lost limb ; and do this tenderly, and reverently, and con- 


tinually, and many a generation will still be born and pass away 
beneath its shadow. Its evil day must come at last; hut let it 


come deeiaredly and openly, and let no dishonoring and false 
substitute deprive it of the funeral oflices of memory. 

XX. Of more wanton or ignorant ravage it is vain to speak ; 
my w»>rds will not reach those who commit them, and yet, be 
it hoard or not, I must not leave the tnith unstated, that it is 


again no (juestion of expediency or feeling whether we shall 
preserve the buildings of past times or not. ITe? have no ritjht 
achati ver to iourh them. They arc not oui-s. They belong 
j)artly to those who built them, and partly to all the genera- 
tions of mankind who are to follow us. Tlie dead have still 


tlicir right in them : that which they labored for, the praise of 
achievement or tlie cxprccsion of religious feeling, or whatso- 
ever else it might be wliich in those buildings they intended to 
be permanent, we liave no riglit to obliterate. What we Ijave 
oui'selves built, we arc at liberty to throw down ; but wliat otJier 
men gave their strength, and wealth, and life to accomplish, 
their I’iglit over does not pass away with their death ; still less 
is tl»e riglit to tlic use of wliat they have left vested in us only. 
It helongsto all tlieirsiiccessoi-s. It may hereafter be a subject 
of sorrnw, or a cause of injury, to millions, that we have con- 
sulted our ]>resent convenience by casting down such buildings 
as we elioose to dispense with. That sorrow, tliat loss we have 
nu riglit to intlict. Did the catliedral of Avranches belong to 
the mob wlio destroyed it, any more than it did to us, wlio 
walk in sorrow to and fro over its foundation? Neitlier does 
any building whatever belong to those mobs who do violence 
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to it. For a mob it is, and must be always; it matters not 
whetber enraged, or in deliberate foil}'; wlietlier coiiiitleps, or 
sitting in committees ; the people who destroy anything caiisc- 
le^ly are a mob, and Architeeture is always destroyed causo 
lessly, A fair building isnecessarily worth the ground it stands 
upon, and will be so until central Africa and America sliuU 
have become as populous as Middlesex ; nor is any cause what- 


ever valid as a ground for its destruction. If ever valid, cer- 
tainly not now when the place both of the past and future is 
too much usurped in our minds by the restless and discontented 
present. The very quietness of nature is gradually withdrawn 
from us; thousands who once in their necessarily prolonged 
ti-avel were subjected to an influence, from the silent sky and 
slumbering fields, more cficctual than known or confessed, now 
bear with them even there the ceaseless fever of their life; and 
along the iron veins that traverse tlic frame of our coiinti’y, 
beat and flow the fiery pulses of its exertions, hotter and faster 
every hour. All vitality is concentrated througli those throI>- 
bing arteries into the central cities; the country is pjisscd over 
like a green sea by narrow bridges, and wc are thrown back in 
continually closer crowds upon the city gates. Tlie only influ- 
ence which can in any wise there take the place of that of the 
woods and fields, is the power of ancient Architecture. Do 


not part with it for the sake of the formal 8(]uare, or of the 
fenced and planted walk, nor of the goodly street nor opened 
quay. The pride of a city is not in these. Leave them to the 
crowd ; but remember that there will surely be some within the 
circiut of tlic disquieted walls who would ask for some other 
spots than these wherein to walk ; for some otl.cr forms to meet 
then-sight faimharly : like him who sat so often where thesnn 
struck from the west, to watch the lines of the dome of Flor- 
ence drawn on the deep sky, or like those, his Hosts, wlio could 
bear daily to bel.old, from tbeir palace chamber, the places 
iCTe their fathers lay at rest, at the meeting of the dark streets 
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THE L.UIP OF OHFJ)IENCE. 

I. It lias been iny endeavor to show in the preceding 
pages how every form of noble arcliiteeture is in some sort 
tlie einbodiment of the Polity, Life, History, and Peligioiis 
Paith of nations. (Ince or twice in doing this, I liave named 
a principle to wliieh I would now assign a definite jilace among 
those which direct that embodiment; the last place, not only 
as that to which its own humility would incline, but rather as 
belonging to it in the aspect of the crowning grace of all the 
rest: tliat princij)le, I mean, to which Polity owes its stability. 
Life its liappiness, Faith its acceptance, Creation its continu- 
ance, — Obedience. 

Xor is it the least among the sources of more serious satis- 
faction wliich I have found in the piii'suit of a subject that at 
iii'st appeared to bear but slightly on the grave interests of man- 
hind, that the conditions of material perfection wliich it loads 
me in conclusion to consider, furnish a strange proof how false 
is the conception, how frantic the jmrsuit, of that treacherous 
phantom which men call Liberty : most treacherous, indeed, 
of all phantoms; for the feeblest my of reason might surely 
show us, that not only its attainment, but its being, was im- 
possible. There is no such thing in the univei-sc. There can 
never be. Tlic stars have it not ; the earth luis it not ; tlie sea 
lias it not ; and we men liave the mockery and semblance of it 

only for our heaviest punishment. 

In one of tlie noblest poems" for its imagery and its music 
belonging to the recent school of our literature, tlie writer lias 
sought in the aspect of inanimate nature the expression of 
that Liberty which, having once loved, he had seen among 
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men in its tnie dyes of darkness. But ■with ^vhat strange 
fallacy of interpretation ! since in one noble line of his invo- 
cation lie lias contradicted the assumptions of the rest, and ac- 
knowledged the presence of a subjection, surely not less severe 
because eternal ? How could he otherwise? since if there lie 
any one princijilc more widely than anotlicr confessed by every 
utterance, or more sternly than another imprinted on every 
atom, of the visible creation, that princiide is not Liberty, but 
Law. 

II. The enthusiast would reply that by Liberty ho meant 
the Law of Liberty. Then why use the single and misunder- 
stood word ? If by liberty you mean chastisement of the pas- 
sions, discipline of the intellect, subjection of the will ; if you 
mean the fear of inflicting, the shame of committing, a wrong ; 
if yon mean respect for all who are in autliority, and considera- 
tion for all who are in dependence ; veneration for the good, 
mercy to the evil, sympathy with the weak ; if you mean 
watchfulness overall thoughts, temperance in all pleasures, and 
pei-severance in all toils; if you mean, in a word, that Service 
which is defined in the liturgy of the English church to he 
perfect Freedom, why do you name this by the same word by 
Mhicli the luxurious mean license, and the reckless mean 
change; by which the rogue means rapine, and the fool, 
equality, by which the proud mean anarchy, and the malignant 
mean violence? Call it by any name rather than this, but its 
best and tniest is, Obedience. Obedience is, indeed, founded 
on a kind of freedom, else it would become mere subjugation, 
but tliat freedom is only granted that obedience may be more 
perfect; and thus, wliile a measure of license is necessary to 
e.xlubit the individual energies of things, the fairness and 
plej^antness and perfection of them all consist in their Re- 
straint. Compare a river that has burst its banks with one 
that IS bound by them, and the clouds that are scattered over 
the face of the whole heaven with those that are mai-shallcd 
into ranks and orders by its winds. So that though resti-aint, 
utter and imrelaxing, can never be comely, this is not because 
1 IS m Itself an evil, but only because, when too great, it over 
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powers the nature of the thing restrained, and so counteracts 
the other laws of wliich that nature is itself composed. And 
tlie balance wherein consists the fairness of creation is between 
the laws of life and being in the things governed and the laws 
of general sway to which they are subjected ; and the suspen- 
sion or infringement of either kind of law, or, literally, disor- 
der, is e(|uivalent to, and synonymous with, disease ; while the 
increase of both honor and beauty is habitually on the side of 
restraint (or the action of superior law) rather than of character 
(or the action of inherent law). The noblest word in the cata- 
logue of social virtue is ‘‘ Loyalty,” and the sweetest which 
men have learned in the pastures of the wilderness is “Fold.” 


III. Nor is this all ; but we may observe, that exactly in 
proportion to the majesty of things in the scale of being, is 
the completeness of their obedience to the laws that are set 
over them. Gravitation is less quietly, less instantly obeyed 
bv a grain of dust than it is by the sun and moon; and the 
ocean falls and flows under influences which the lake and river 
do not recognize. So also in estimating the dignity of any ac- 
tion or occupation of men, there is perhaps no better test than 
the question “are its laws strait?” For their severity will 
probably be commensurate with the greatness of the numbers 
whose labor it concentrates or whose interest it concerns 

This severity must be singular, therefore, in the case of 
that art, above all others, whose productions arc the most vast 
and the most common ; wliich requires for its practice the co- 
operation of bodies of men, and for its pci-fection the persever- 
ance of successive generations. And taking into account a so 
what we have before so often observed of Arehitecturc her 
continual influence over the emotions of daily life, and her 
realism, as opposed to tl.c two sister arts whicli arc m com- 
parison but the picturing of stories and of dreams, we might 
beforehand cxiiect that we should find her healthy state and 
action dependent on far more severe laws than theira: that the 
license which they extend to the workings of individual mind 
would he withdrawn by her; ami that, in assertion of the rela- 
tions which she holds with all that is universally important to 
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man, she would set forth, by her own majestic subjection, 
some likeness of that on which man's social happiness and 
power depend. We might, therefore, without tlie light of 
experience, conclude, that Architectui'c never could llonrish 
except Avheii it was subjected to a national law as strict and as 
minutely authoritative as the laws whicli regulate religion, 
policy, and social relations; nay, even more authoritative than 
these, because both capable of more cnforceinent, as over more 
passive matter; and needing more enforcement, as the purest 
type not of one law nor of another, hut of the cjunmon au- 
thority of all. But in this matter experience speaks more 
loudly than reason. If there be any one condition which, in 
watching the progress of architecture, wo see distinct and 
general; if, amidst the counter evidence of success attending 
opposite accidents of character and circumstance, any one con- 
clusion may be constantly and indisputably drawn, it is tliis ; 
that the architecture of a nation is great only when it is as 
univei-sal and as estalilished as its language ; and when jiiovin- 
cial differences of style are nothing more than so many dia- 
lects. Other necessities are matters of doubt : nations liavc 
been alike successful in their architecture in times of jioverty 
and of wealth ; in times of war and of peace ; in times of bai*- 
barism and of refinemeTit ; under governments the most liberal 
or the most arbitraiy; but this one condition has been con- 
stant, this one requirement clear in all places and at all times, 
that the work shall be that of a Bchool^ that no individual ca^- 
price shall dispense with, or materially vary, accepted types 
and customary decorations ; and that from tlie cottage to the 
palace, and from the chapel to the basilica, and from the gjir- 
den fence to the fortress wall, every member and feature of 
the architecture of the nation shall be as commonly current, as 
frankly accepted, as its language or its coin. 

IV. A day never passes without our hearing our English 
arc utects called upon to he original, and to invent a new style : 
about as sensible and necessary an exhortation as to ask of a man 
who has never had rags enough on his back to keep out cold, to 
mvent a new mode of cutting a coat. Give him a whole coat fii-st, 
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and let him concern liimsclf about the fashion of it afterwards. 
AVe w’ant no new style of architecture. "Who wants a new 
style of painting or sculpture? But we want some style. It 
is of marvellously little importance, if Ave have a code of laws 
and they be good laws, whether they be new or old, foreign or 
native, lioman or Saxon, or Norman or English laws. But it 
is of considerable importance that we should have a code of 
laws of one kind or another, and that code accepted and en- 
forced from one side of the island to another, and not one law 
made ground of judgment at York and another in Exeter. 
And in like manner it does not matter one marble splinter 
Avhether we have an old or new architecture, but it matters 
everything wliethcr we have an architecture truly so called or 
not ; that is, whether an architecture whose laws might be 
tauirht at our schools from Cornwall to Northumberland, as 
Ave teach English sjxdling and English grammar, or an archi- 
tecture Avhich is to he invented fresh every time Ave build a 
Avorkhousc or a parish school. There seems to me to be a 
Avonderful misunderstanding among the majority of architects 
at the j)rescnt day as to the very nature and meaning of Origin- 
ality, and of all Avherein it consists. Originality in expression 
docs not de})eud on invention of new Avords; nor originality 
in poetry on invention of new measures; nor, in painting, on 
invention of new coIoi“s, or ncAV modes of using them. Ihc 
chords of music, the harmonies of color, the general principles 
of the arrangement of sculptural masses, have been determined 
long ago, and, in all probability, cannot be added to any more 
than they can be altered. Granting that they may be, such 
additions or alterations are much more the AA'ork of tune and 
of multitudes than of individual inventoi*s. AVc may have 
one Van Eyck, who will he known as the introducer of a new 
style once in ten centuries, but he himself aviII trace his in- 
vention to some accidental bye-play or pursuit ; and the use of 
that invention Avill depend altogether on the popular necessi- 
ties or instincts of the period. Originality depends on noth- 
ing of tlie kind. A man Avho has the gift, Avill take up any 
style that is going, the style of his day, and Avill Avork in that, 
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and be great in that, and make everything tliat he docs in it 
look as fresh as if every thought of it had just come down from 
heaven. I do not say that he will not take liberties with his 
materials, or with his rules: I do not say that strange changes 
will not sometimes be wrought by liis clforts, or liis fancies, in 
both. But those changes will be instructive, natural, facile, 
though sometimes marvellous ; they will never bo sought after 
as things necessary to his dignity or to his indcpeiidenee ; and 
those liberties will be like the liberties tliat a great speaker 
takes with the language, not a defiance of its rules for the 
sake of singularity ; but inevitable, uncalculated, and brilliant 
consequences of an effort to express what the language, with- 
out such infraction, could not. There may be times when, as 
I have above described, the life of an art is manifested in its 
changes, and in its refusal of ancient limitations: so tliere are 
in the life of an insect ; and there is great interest in the state 
of both the art and the insect at those periods when, by their 
natural progress and constitutional power, s\ich changes arc 
about to be wrought. But as that would be both an uncom- 


fortable and foolish caterpillar which, instead of being con- 
tented with a caterpillar’s life and feeding on ciitcrpillars food, 
was always striving to turn itself into a chrysalis; and as that 
would be an unhappy chrysalis which should lie awake at 
night and roll restlessly in its cocoon, in efforts to turn itself 
prematurely into a moth; so will that art he uidiapi)y and 
iiniu'osperons whicli, instead of suppoi ting itself on the food, 
and contenting itself with the customs wiiich have been 
enough for the support and guidance of other arts before it 
and like It, is struggling and fretting under the natural limita- 
tions of Its eastence, and striving to become something othcr 
than It IS. And though it is the nobility of tlie highest crea- 
tures to look forward to, and partly to undei-stand the chan-cs 

Inn^ TZ preparing for them before- 

hand and If, as is usual with aj^j^ointed changes, they be into 

a higher state even desiring them, and rejoicing in the hope 

o them, yet it is the strength of every creature, be it chance- 

I or not, to rest for the time being, contented with the con- 
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ditions of its existence, and striving only to bring about tlje 
changes whicli it desires, by fnllilling to tlie uttermost the 
duties for which its present state is appointed and continued. 

Y- Neither originality, therefore, nor change, good though 
botli may be, and tliis is commonly a most merciful and en- 
thusiastic supposition with respect to either, are ever to be 
sought in themselves, or can ever be liealthily obtained by any 
struggle or rebellion against common laws. We want neitlier 
the one nor the other. The forms of architecture already 
known are good enough for us, and for far better than any of 
us: and it will be time enougli to tliink of changing them for 
better when we can use them as they are. But there are 
some things which wc not oidy want, but cannot do without; 
and which all the struggling and raving in the world, nay 
more, which all the real talent and resolution in England, will 
never enable us to do without : and tliese are Obedience, 
Unity, Fellowship, and Cider. And all our schools of design, 
and committees of tastes; all our academies and lectures, and 
journali.sms, and essays; all the sacrifices which ve are begin- 
ning to make, all tlic truth wliich there is in our English 
nature, all the power of our English will, and the life of pur 
English intellect, will in this matter be as useless as efforts 
and emotions in a dream, unless we arc contented to submit 
architecture and all art, like other tilings, to Engli.sU law. 

VI. I say architecture and all art; for I believe archi- 
tecture must be the beginning of arts, and that the othei-s 
must follow her in their time and order; and I think the pros- 
perity of our schools of painting and sculpture, in which no 
one will deny the life, thougli many the JioaUh, depends upon 
that of our architecture. I think that all will languish until 
that takes the lead, and {this I do not tkinl'^ but I proclaim, 
as confidently as I would assert the necessity, for the safety of 
society, of an understood and strongly administered legal gov- 
ernment) our architecture will languish, and that in the very 
dust, until the first principle of common sense be manfully 
obeyed, and an universal system of form and workmanship be 
everywhere adopted and enforced. It may be said that this is 
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impossible. It may be so — I fear it is so : I have notliiug to 
do with the possibility or impossibility of it; I 6imj)ly know 
and assert the necessity of it. If it be impossible, English art 
is impossible. Give it up at once. You are wasting time, 
and money, and energy upon it, and tliough yon exliaust cen- 
turies and treasuries, and bi'eak hearts for it, you will never 
raise it above the merest dilettanteisiii. Think not of it. It 
is a dangerous vanity, a mere gulph in wliich genius after 
genius will be swallowed up, and it will not close. And so it 
will continue to be, unless the one hold and broad step ho 
taken at the beginning. AVc shall not manufacture art out of 


pottery and printed stuffs; we shall not reason out art by our 
philosophy ; we shall not stinnhlc upon art by our experiments, 
nor create it by our fancies: I do not say tliat we can even 
build it out of brick and stone; but there is a chance for ns in 
these, and there is none else ; and that chance rests on the 
bare possibility of obtaining the consent, botli of architects 
and of the public, to choose a style, and to use it universally. 

VII. How surely its principles ought at liret to be limited 
we may easily determine by the consideration of the necessary 
modes of teaching any other branch of general knowledge. 

len we begin to teach children writing, we force them to 
absolute copyism, and require absolute accuracy in the forma- 
tion of the letters ; as they obtain command of the received 
mo es of literal expression, we cannot prevent their fallino- 
into such variations as are consistent with their feelinn- their 
circumstances, or their characters. So, when a boy h first 
aug o Avrite Latin, an authority is required of liim for 
--ry expression ho uses ; as he becomes master of Um lan- 
^age he may take a license, and feel his riglit to do so with- 

iTrrl ^ better Latin than when he 

borrowed every separate expression. In the same wav o r 

We must r^d accepted style 

lawfTf pronortZ construction and 

care • then penetrating 

e, then the different forms and uses of tlieir decoration! 
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are to be classed and catalogued, ns a German grammarian 
classes the powei-s of piepositions ; and under this absolute, 
irrefragable authority, we are to begin to work ; admitting 
not so much as an alteration in the depth of a cavetto, or the 
breadth of a tillet. Then, when our sight is once accustomed 
to the gi-ammatical forms and arrangements, and our thoughts 
familiar with the c.xprcssiou of them all; when we can speak 
this dead language naturally, and apply it to whatever ideas 
we have to render, that is to say, to every practical purpose of 
life ; then, and not till then, a license might be permitted ; and 
individual authority allowed to change or to add to the re- 
ceived forms, always within certain limits; the decorations, 
esj)e(:ially, might be made subjects of variable fancy, and en- 
riched with idcjLS either original or taken from other schools. 
And thus in j)rocess of time and by a great national move- 
ment, it might come to pass, that a new style should arise, as 
hmgnage itself changes; we might perhaps come to speak 
Italian instead of Latin, or to speak modern instead of old 
English ; but this would be a matter of entire indifference, 
and a matter, besides, whicli no determination or desire could 
citlicr hasten or prevent. That alone Avhich it is in our power 
to obtain, and which it is our duty to desire, is an unanimous 
style of some kind, and sucli comprehension and practice of it 
as would enable us to adapt its features to the peculiar charac- 
ter of every several building, large or small, domestic, civil, 
or ecclesiastical. I have said that it was immaterial what style 
was adopted, so far as regards the room for originality which 
its development would admit : it is not so, however, when wc 
take into consideration the far more important questions of 
the facility of adaptation to general purposes, and of the sym- 
pathy with which this or that style would be popularly re- 
garded. The choice of Classical or Gothic, again using the 
latter term in its broadest sense, may be questionable when it 
regards some single and considerable public building; but I 
cannot conceive it questionable, for an instant, when it regards 
modern uses in general : I cannot conceive any architect insane 
enough to project the vulgarization of Greek architecture. 
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Neither can it be rationally questionable whether we should 
aaoi)t early or late, original or derivative Gothic: if the luttc'r 
were chosen, it must be either some impotent and ugly degra- 
dation, like our own Tudor, or else a style whose grammatical 
laws it would be nearly impossible to limit or arrange, like tlie 
French Flamboyant. We are equally precluded from adopt- 
ing styles essentially infantine or barbarous, however Hercu- 
lean their infancy, or majestic their outlawry, such as our own 
Norman, or the Lombard liomaiicsque. The choice would lio 
I think between four styles : — 1. The Pisan Ronianes<|ne ; 2. 
Tlic early Gothic of the Western Italian Kepublitrs, advanced 
as far and {is List as our art would enable us to the Gothic of 


Giotto; 3. The Venetian Gothic in its purest developcmcnt ; 
4. The English earliest dcconited. The most natural, pcrhajis 
the safest choice, would be of tlie last, well fenced fi'om chance 
of again stiffening into the perpendicular ; and perhaps en- 
riched by some mingling of decomtivc elements from the ex- 


quisite decorated Gothic of France, of which, in such c{iscs, it 
would be needful to accept some well known examples, as the 
North door of .Rouen and the chiircli of St. Urbain at Troyes, 
for final and limiting authorities on tlic side of decoration. 

VIII. It is almost impossible for us to conceive, in our 
present state of doubt and ignorance, the sudden dawn of intel- 
ligence and fancy, the rapidly increasing sense of power and 
facility, and, in its j/roj)er sense, of Freedom, which such whole- 
fiome restraint would instantly cause throughout the whole 
circle of the arts. Freed from the agitation and emharrass- 
inent of that liberty of choice which is the cause of Inilf tlie 
discon^orts of the world ; freed from the aceompanyino* neecs- 
Bity of studying all past, present, or even possible stylL ; and 
enabled by concentration of individual, and co-operation of 
mnltitudinons energy, to penetrate into the uttermost secrets 
of tlie adopted style, the architect would lind his whole under- 
6 an m en aiged, his practical hnowlcdge certain and ready 

shndlr^T garden, who would sit down and 

shudder If he were left free in a fenceless plain. How many 
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and how bright would be the results in every direction of 
interest, not to the arts merely, but to national happiness and 
viiiue, it would be as difficult to preconceive as it would seem 
extravagant to state : but the tii'st, perhaps the least, of them 
would be an increased sense of fellowship among ourselves, a 
cementing of every patriotic bond of union, a proud and happy 
recognition of our atfectiori for and sympathy with each other, 
and our willingness in all things to submit ourselves to every 
law that would advance tiie interest of the community; a 
barrier, also, the best conceivable, to the uuhapj)y rivalry of 
the upper and middle classes, in houses, furniture, and estab- 
lishments ; and even a check to much of what is as vain as it is 
painful in the oppositions of religious parties respecting mattci*8 
of ritual. These, I say, would be the fii-st consequences. 
Economy increased tenfold, as it would be by the simplicity of 
practice ; domestic comforts uninterfered with by the cjiprice 
and mistakes of architects ignorant of the capacities of tlie 
styles they use, and all the symmetry and siglitliness of our 
harmonized streets and public buildings, arc things of slighter 
account in the catalogue of benefits. But it would be mere 
enthusiasm to endeavor to trace them farther. I have suffered 
m 3 ’self too long to indulge in the speculative statement of re- 
quirements whicli perhaps we have more immediate and more 
serious work than to supply, and of feelings which it may be only 
contingently in our power to recover. I should be unjustly 
thought unaware of the difficulty of what I have proposed, or 
of the unimportance of the wlmlc subject as compared with 
many which are brought home to our interests and fixed upon 
our consideration by the wild course of the present century. 
But of difficulty and of importance it is for others to judge. 
I have limited myself to the simple statement of what, “ 
desire to have architecture, we must primarily endeavor to feel 
and do : but then it may not be desirable for us to have arcln- 
tecturc at all. There are many who feel it to be so ; many 
who sacrifice much to that end ; and I am sorry to sec rtieii 
energies wasted and their lives disquieted in vain. 1 liavo 
stated, therefore, the only ways in which that end is attainable, 
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without venturing even to express an opinion as to its real de- 
sirableness. 1 have an opinion, and the zeal with which I have 


spoken may sometimes have betrayed it, but I hold to it with 
no confidence. I know too well the undue importance which 
the study that every man follows must assume in Ids own eyes, 
to trust my own impressions of the dignity of that of Archi- 
tecture ; and yet I think I cannot be utterly misbiken in re- 
garding it as at least useful in the sense of a National employ- 
ment. 1 am confirmed in tins imj)ression by what 1 see 
passing among tlie states of Europe at this instant. All tiie 
horror, distress, and tumult which oj>press tlic foreign nations, 
are traceable, among the other secondary causes tlirough wliich 
God is working out His will upon them, to the simjde one of 
their not having enough to do. I am not blind to tlio distress 


among their operatives; nor do I deny tlie nearer and visibly 
active causes of the movement: tlie recklessness of villany in 
the leaders of revolt, the absence of common mural principle 

in the upper classes, and of common courage and honesty in 
the heads of governments. But tliesc causes tliemselves are 
ultimately traceable to a deeper and simpler one: tlie reckless- 
ness of the demagogue, the immorality of the middle class, and 
the effeminacy and trcacliery of tl.e noble, arc traceable in all 
tliese nations to the commonest and most fruitful cause of 
^larmty m Imuseholds-idleness. We tliink too much in our 
benevoient efforts, more multiplied and more vain day bv dav 
of bettering men by giving them advice and instruction. There 
are few who will take either; tlie cliief thing they need is oc- 
cupation I do not mean work in the sense of bread,— I mean 
^ik m the sense of mental interest; for those who either arc 
placed above the necessity of labor for tlieir bread, or who will 
not work although they should. Tliore is a vast quantity of 

die energy among European nations at this time, which omdit 

g in o handicrafts ; tliere arc multitudes of idle semi «-eiitle 

re;::;n:o:ttL^ eaiqient:r;:sr;: 

than disturbing governments. It'ro/rLrtnoU tblm’iry 
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are fools, and that they will only make themselves miserable 
la the end as well as others: if they liave nothing else to do, 
tiiey will do mischief ; and the man who will not work, and 
who has no means of intellectual pleasure, is as sure to become 
an instrument of evil as if he had sold himself bodily to Satan. 
I have myself seen enough of the daily life of the young edu- 
<Mted men of F ranee and Italy, to account for, as it deserves, 
die deepest national sulfering and degradation ; and though, 
for the most part, oar commerce and our natural habits of in- 
dustry jireserve us from a similar paralysis, yet it would be 
wise to consider whether the forms of employment which we 
chiclly adopt or promote, arc as well calculated as they might 
be to improve and elevate us. 

We have just spent, for instance, a hundred and fifty mil- 
lions, Avith which we have paid men for digging ground from 
one place and depositing it in another. We have formed a 
large class of men, the railway navvies, especially reckless, un- 
manageable, and dangerous. We have maintained besides (let 
us state the benefits as fairly as possible) a number of iron 
founders in an unhealthy and painful employment; we have 
developed (this is at least good) a A'cry large amount of me- 
chanical ingenuity ; and we have, in fine, attained the power 
of going fast from one place to another. Meantime we have 
had no mental interest or concern ourselves in the operations 
we have set on foot, but have been left to the usual vanities 
and cares of our existence. Suppose, on the other hand, that 
Ave had employed the same sums in building beautiful houses 
and clmrches. We should have maintained the same number 
of men, not in driving Avheelharrows, hut in a distinctly tech- 
nic:d, if not intellectual, employment, and those Avho Averc 
inoi-e intelligent among them would liave been especially happy 
in that emjdoyment, as having room in it for the developement 
of their fancy, and being directed by it to tliat observation of 
beauty which, associated with the pursuit of natural science, at 
present forms the enjoyment of many of the more intelligent 
manufacturing operatives. Of mechanical ingenuity, there is, 
I imagine, at least as much required to build a cathedral as to 
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cut a tunnel or contrive a locomotive : we should, therefore, 
have developed as much science, while the artisticJil element 
of intellect would have been added to the gain. Meantime wc 
should ourselves have been made hap]>icr and wiser by the in- 
terest we should have taken in the wt»rk with which we were 
pereonally concerned; and when all was done, instead of tlie 
very doubtful advantage of the power of going fast from place 
to place, we should have had the certain advantage of increased 
jjleasure in stopping at home. 

IX, There are many other less capacious, but more con- 
stant, channels of expenditure, (piite as dispiitaldc in their 
beneficial tendency; and we are, perhaps, hardly enough in 
the habit of inquiring, with respect to any particular form of 
luxury or any ciistomaiy appliance of life, whether the kind 
of employment it gives to the operative or the dependant bo 
.as healthy and fitting an employment jLs we might otherwise 
provide for him. It is not enough to find men absolute sub- 
sistence; wc should think of the manner of life wliich our 
demands necessitate ; and endeavor, as. far as may be, to 
make all our needs such as may, in the suppl}’ of them, raise, 
as well as feed, the poor. It is far better to give work whic h 
is above the men, than to educate the men to be above tlicir 
work. It may. be doubted, for instance, whether the liahits of 
luxury, which necessitate a laige train of men servants, be a 
wholesome fonn of expenditure ; and more, wliether the pur- 
suits wliich have a tendency to enlarge the class of the jockey 
and the groom be a philanthropic form of mental occupation. 
So again, consider tlie large number of men wliose lives are 
employed by civilized nations in cutting facets upon jewels. 
There is much dexterity of hand, patience, and ingenuity thus 
bestowed, which are simply burned out in the blaze of the 
tiara, without, so far as I see, bestowing any pleasure upon 
those who wear or who behold, at all compensatory for tlie 
OSS of life and mental power which .are involved in the em- 
ployment of the workman. He would be far more healthily 
and happily sustained by being set to carve stone; certain 
qualities of liis mind, for which there is no room in his present 



198 


THE LAMP OF OBEDIENCE. 


occupation, would derclope themselves in the nobler; and I 
believe that most women would, in the end, prefer the pleasure 
of having built a churcli, or contributed to the adomment of a 
cathedrab to the pride of bearing a certain quantity of ada- 
mant on their foreheads. 

X. I could pursue this subject willingly, but I have some 
strange notions about it which it is perhaps wiser not loosely to 
set down. I content myself with linally reasserting, what has 
been throughout the burden of the preceding pages, tliat 
whatever rank, or wliatever importance, may be attributed or 
attached to tlieir immediate subject, there is at least some value 
in the analogies with which its pursuit has presented us, and 
some instruction in the frequent reference of its commonest 
necessities to the mighty laws, in the sense and scope of which 
all men are Builders, wliom every liour secs laying the stubble 
or the stone. 

I have paused, not once nor twice, as I wrote, and often liavc 
checked the course of what might otherwise have been impor- 
tunate ])ei*snasion, as the thought has crossed me, how soon all 
Architecture may be vain, except that which is not made with 
hands. There is something ominous in the light which lias 
enabled us to look back witli disdain upon the ages among 
whose lovely vestiges we have been wandering. - I could smile 
when 1 hear the liopeful exultation of many, at the new reach 
of worldly science, and vigor of worldly effort; as if we were 
a-ain at tlic beginning of days. There is thunder on the hori- 
zon as well as dawn. The sun was risen upon the earth when 

Lot entered into Zoar. 
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1- Page 13. “ TT/M the ulolatronft J^gj/ptinny — The proha- 
bility is indeed eliglit in comparison, l)iit it is a pi-oltability never- 
theless, and one which is daily on the increase. I trust tliat I 
may not be thouglit to underrate the danger of sucli synipatliv, 
tliough I speak liglitly of tlie chance of it. 1 liave confidence 
in the central religious l)ody of the Knglisli and Scottish ]teo- 
ple, as being not only untainted with Romanism, but immovoa- 
bly adverse to it : and, however strangely and swiftly tlic lieresy 
of the Protestant and victory of the Papist may seem to be 
extending among ns, I feel assured tliat there are barriers in tlio 
living faith of this nation which neither esm overpass. Vet 
this confidence is only in the ultimate faithfnlnc.ss of a few, not 
in the security of the nation from tlie sin and the punislimcnt 
of partial apostasy. Both have, indeed, in sonic sort, been 
committed and suffered already ; and, in c.xpressing my belief 
of the close connection of the distress and burden wliioli tlio 
in^ of the people at present sustain, with the cnconmgement 
■which, in various directions, has been given to the Paiiist, do 
not let me be called snpei-stitioiis or irrational. Ro man was 
ever more inclined than I, both by natural disposition and by 
many tics of ear^ association, to a sympathy with the prinei- 

ts d-vf I'— and there is Jeh in 

I conldT conscientionsly, as well as sympathetically, 

I could love and advocate. But, in confessing ihis strength ^f 

^ct.onate prejudice, surely I vindicate more respect for my 

that Churc^*^*^- ‘^°atrine .and system of 

that ^nreh ,s m the fullest sense anti-Christian; that its lyinc 

and Idolatrous Power .s the darkest plague that eyer held com” 
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mission to liurt the" Earth ; that all those yearnings for unity 
and fellowship, and cointnon obedience, wliich have been the 
root of our late heresies, arc as false in their grounds as fatal in 
their tcrinination ; that wc never can have the remotest fellow- 
ship with the utterers of that fearful Falsehood, and live; that 
wc liave nothing to look to from them but treacherous hostility ; 
and that, exactly in proportion to the sternness of our separation 
from them, will be not oidy the spiritual but the temporal bless- 
ings granted by God to this country. How close has been the cor- 
respondence liitherto between the degree of resistance to Roman- 
ism marked in our national acts, and the honor with which those 
acts have been crowned, lias been sufficiently proved in a short 
essay by a writer whose investigjvtions into the influence of 
Religion upon the fate of Nations have been singularly earnest 
and succcssf\il — a writer with whom I faithfully and firmly 
helicve that England will never be prosperous again, and that 
the honor of her arms will be tai'iiished, and her commerce 
bliglded, and licr national character degraded, until the Roman- 
ist is expelled from the place which has impiously been conceded 
to liim among her legislators. “ Whatever be the lot of those 
to whom error is an inheritance, woe be to the man and the 
people to whom it is an adoption. If England, free above all 
otlier nations, sustained amidst tlic trials which liave coveicd 
Europe, before her eyes, with burning and slaughter, and en- 
lightened by the fullest knowledge of divine truth, sliall refuse 
fidelity to tlie compact by whicli tliose matchless privileges 
liave been given, her condemnation will not lingci. hlie h.is 
already made one step full of danger. She has committed tlie 
capital error of mistaking that for a purely i)olitical question 
which was a purely religious one. Her foot already hangs over 
tlie edge of the precipice. It must be retracted, or the empire 
is but a name. In the clouds and darkness which seem to be 
deepening on all human policy-in the gathering tumults of 
Europe, and the feverish discontents at l,ome-it may be even 
difficult to discern where the power yet lives to erect the fallen 
majesty of the constitution once more. But tliere are mig i y 
means in sincerity; and if no miracle was ever wrought lor 
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the faithless and despairing, the country tliat help itself 
will never be left destitute of the help of Heaven” (Historical 
Essays, by tlie Rev. Dr. Croly, 1842). The firet of these es- 
says, “England the Fortress of Christianity,” I most earnestly 
recommend to the meditation of those who doubt that a special 
punishment is inflicted by the Deity upon all national crime, 
and perhaps, of all such criine, most instantly upon tlie betrayal 
on the part of England of the truth and faith with which she 
has been entrusted. 

2. p. 17. Not the giffy hut the giving .^'* — Much attention 
has lately been directed to the subject .of religious art, and we 
are now in possession of all kinds of interpretations and classifi- 
cations of it, and of the leading facts of its history. But tlie 
greatest question of all connected with i4 remains entirely un- 
answered, What good did it do to real religion ? Tliere is no 
subject into which I should so much rejoice to see a serious 
and conscientious inquiry instituted as this ; an inquiry neither 
undertaken in artistical enthusiasm nor in monkish sympathy, 
but dogged, merciless, and fearless. ’ I love the religioxis art 
of Italy as well as most men, but there is a wide difference 
between loving it as a manifestation of individual feeling, 
and looking to it as an instrument of popular benefit. I liave 
not knowledge enough to form even the shadow of an opinion 
on this latter point, and I should be most grateful to any one 
who would put it in my power to do so. Tliere are, as it 
seems to me, three distinct questions to be considered : the first 
What has been the effect of external splendor on the genuine- 
ness and earnestness of Christian worship? the second, What 
tlie use of pictorial or sculptural representation in tl/e com- 
munication of Christian historical knowledge, or excitement of 
affectionate imagination? the third, What the influence of the 
practice of religious art on tlie life of the artist ? 

In answering these inquiries, we should have to consider 
separately every collateral influence and circumstance : and by 
a most subtle analysis, to eliminate the real effect of art from 
the effects of the abuses with which it was associated. This 
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could be done only by a Christian ; not a man who would fall 
in love with a sweet color or sweet expression, but who 
would look for true faith and consistent life as the object of 
all. It never has been done yet, and the question remains 
a subject of vain and endless contention between parties of op- 
posite prejudices and temperaments. 

3. p. IS. “ To the concealment of what is reaMy good or 
greatT — I have often been surprised at the supposition that 
Konianisin, in its present condition, could either patronise art 
or profit by it. The noble painted windows of St. Maclou at 
Rouen, and many other churches in France, are entirely 
blocked up behind the altars by the erection of huge gilded 
wooden sunbeams, with interspei*sed cherubs. 

4. p. 26. “ With different pattern of traceries in each ^^ — 

I have certainly not examined the seven hundred and four 
traceries (four to each niche) so as to be sure that none are 
alike ; but they have the aspect of continual variation, and 
even the roses of the pendants of the small groined niche roofs 
arc all of different patterns. 

5. p. 36. *‘^Its jlamhoyant troLceries of the last and most de- 
graded formsP — They are noticed by Mr. Whewell as forming 
the figure of the fleur-de-lis, always a mark, when in tracery 
bars, of the most debased flamboyant. It occurs in the central 
tower of Bayeux, very richly in the buttresses of St. Gervais 
at Falaise, and in the small niches of some of the dontestic 
buildings at Rouen. Nor is it only the tower of St. Ouen 
which is overrated. Its nave is a base imitation, in the flamboy- 
ant period, of an early Gothic arrangement ; the niches on its 
piers are barbarisms ; there is a huge square shaft run through 
the ceiling of the aisles to support the nave piers, the ugliest 
excrescence I ever saw on a Gothic building ; the traceries of 
the nave are the most insipid and faded flamboyant ; those^ of 
the transept clerestory present a singularly distorted condition 
of perpendicular ; even the elaborate door of the south transept 
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is, for its fine period, extravn‘]^nt and almost grotesque in its 
foliation and pendants. There is nothing truly fine in the clnirch 
but tlie choir, the liglit triforiuin, and tall clerestory, tin? 
circle of Eastern chapels, the details of sculpture, and the gen- 
eral lightness of proportion; these merits being seen to the 
utmost advantage by the freedom of the body of the chiireh 
from all incumbrance. 


6. p. 36. Compare Iliad 2. 1. 219 with Odyssey fl. 1. 5 
— 10 . 


7. p. 37. “ Does not admit iron as a constructive maie- 
Tial ?’’ — Except in Chaucer's noble temple of Mars. 


“And dounward from an bill under a bent, 

Tbcr stood the temple of Mars, armipotent, 

Wrought all of burned stele, of which th’ entree 
Was longe and streile, and gastly for to see. 

And thereout came a rage and swichc a vise 
That it made all the gates for to rise. 

The northern light in at the dore shone. 

For wiudow on the wall ne was ther none, 

Thurgh which men mighten any light disceme 
The dore was all of athamant elernc, 

Yclcnched overthwart and ende long 
With yren tough, and for to make it strong. 

Ever}’’ piler the temple to sustcnc 

Was tonne-gret. of yren bright and shene." 

The Knighte’s Tale. 


a.-cl.itectunU 


“And northward, in a turret on the wall 
Of alaboiter ulate, and red caraU 
An oratorie riche for to see, 
la worship of Diane of Chastitee.” 


• P- 37. Buddy's of Salisburu » « Th- 

tying walls together with iron /«cf a ^^*8 way of 
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upon tlieir buttment, is against the rules of good architecture, 
not only because iron is corruptible by rust, but because it is 
fallacious, having unequal veins in the metal, some places of 
the same bar being three times stronger than others, and yet all 
sound to appearance.” Survey of Salisbury Cathedral in 1668, 
by Sir (L Wren. For my own part, I think it better work to 
hind a tower with iron, than to support a false dome by a brick 
j)yramid. 


9. p. 53. Plate 3. In this ])late, figures 4, 5, and 6, are 
glazed windows, but tig. 2 is the open light of a belfry tower, 
and figures 1 and 3 are in triforia, the latter also occurring 
tilled, on the central tower of Coutauces. 

10. p. 87. '‘^Ornaments of the transept towers of Roiien'^ 
— The reader cannot but observe agreeableness, as a mere ar- 
rangement of sliade, which especially belongs to the “sacred 
trefoil.” I do not think that the element of foliation has been 
enough insisted upon in its intimate relations with the power 
of Gothic work. If I were asked what was the most distinc- 
tive feature of its |)erfect style, I should say the Trefoil. It 
is the very soul of it; and I think the loveliest Gothic is always 
fonned upon simple and bold tracings of it, taking place 
between the blank lancet arch on tlie one hand, and the over- 
charged cinquefoiled arch on the other. 

11 p. 88. “ And levelled cusps of stone .^' — The plate rep- 

resents one of the lateral windows of the third story of the 
Palazzo Foscari. It was dras^m from the opposite side of the 
Grand Canal, and the lines of its traceries are therefore given 
as they appear in somewhat distant effect. It shows only 
segments of the characteristic quatrefoils of the central windows. 
I found by measurement their construction e.xceedingly simple. 
Four circles are drawn in contact within the large circle. 
Two tangential lines are then drawn to each opposite pair, en- 
closing the four circles in a hollow cross. An inner circle 
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struck through the intei-sections of the circles by tlio tangents, 
truncates the cusps. 

12. p. 119. '■'■Into vertical equal partsi " — Not absolutely so. 
There arc variations partly accidental (or at least coiiipellou by 
tlie areliitect’s etfort to recover the vertical), between the siiles 
of ttie stories; and the upper and lower story are taller than 
the rest. There is,«Jiowever, an aj>parciit c<piality between 
five out of the eight tiers. 

13. p, 127. paint a column with vertical lines." 

—It should be observed, liowevcr, that any pattern which 

gives opponent lines in its parts, may be arranged on lines 

parallel with the main structure. Thus, rows of diamonds, 

hke spots on a snake’s back, or the bones on a sturgeon, arc 

exquisitely applied both to vertical and spiral columns. Tlie 

loveliest instances of such decoration that I know, arc the 

pillars of tlie cloister of St. John Lateran, lately illustrated 

by Mr. Digby Wyatt, in his most valuable and faithful work 
on antique mosaie. 

14. p. 133. On the cover of this volume the reader will 
hnd some figure outliues of the same period and el.aracter 
from the Aoor of San Miniato at Florence. I have to thank 

ment of them, and graceful adaptation of the coimootinc 
arabesque. (Stamp ou cloth cover of London edition.) ® 

w.,, /„ 
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17. p. ISl. “ /;i one of tlic noblest poems?’’ — Coleridge’s 
Ode to France : — 

•* Yc Clouds! that far above me float and pause. 

Whose pathless march no mortal may controll 
Ye Ocean- Waves! that wheresoe’er ye roll. 

Yield homage only to eternal laws! 

Ye Woods! that listen to the night-birds singing, 

Jlidway the smooth and perilous slope reclined, 

Save when your own imperious l)ran*es swinging, 

Have made a solemn music of the wind! 

Where, like a man beloved of God, 

Through glooms, which never woodman trod, 

How oft. pursuing fancies holy. 

My moonlight way o’er flowering weeds I wound. 

Inspired, beyond the guess of folly, 

By each rude shape and wild unconquerable sound! 

O ye loud Waves! and O ye Forests high! 

And O yc Clouds that far above me soared! 

Thou rising Sun! thou blue rejoicing Sky! 

Yea, everything that is and will be free! 

Bear witness for me, wheresoe’er yc be. 

With what deep worship I have still adored 
The spirit of divinest Liberty.” 

Noble verse, but erring tboiiglit : contrast George Herbert 

“ Slight those who say amidst their sickly healths, 

Thou livest by rule. Wlmt doth not so but man? 

Houses are built by rule and Commonwealths. 

Entice tlie trusty sun, if that you can, 

From his ecliptic line; beckon the sky. 

Who lives by rule then, keeps good company. 

" Who keeps no guard upon himself is slack. 

And rots to nothing at the next great thaw; 

Man is a shop of rules: a wcll-lruss’d pack 
W''hose every parcel underwrites a law. 

Lose not thyself, nor give Ihy humors way;^^ 

God gave them to thee under lock and key.” 
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PREFACE. 


Thk following Lectures are printed, as far as possible, just 
as they were delivered. Here and there a sentence which 
seemed obscure has been mended, and the passages which bad 
not oeen previously written, have been, of course imperfectly, 
supplied from memory. But I aui well assured that nothing of 
any substantial importance, which was said in the lecture-room, 
is either omitted, or altered in its signiheation, with the e.xccp- 
tion only of a few sentences struck out from the notice of tlio 
works of Turner, in consequence of the impossibility of engraving 
the drawings by which they were Ulustrated, except at a cost 
which would have too much raised the price of the volume.' 
Some elucidatory remarks have, however, been added at the 
close of the second and fourth Lectures, which I liope may be 
of more use than the passages which I was obliged to omit. 
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The (Irawiugs by which the Lectures ou Architecture were 
illustrated have been carefully reduced, and well transferred to 
wood by Mr. Thurston Thompson. Those which were given in 
the course of the notices of schools of painting could not le sc 
transferred, having been drawn in colour ; and I have therefore 
merely had a few lines, absolutely necessary to make the text 
intelligible, copied from engravings. 

I forgot, in preparing the second Lecture for the press, to 
quote a passage from Lord Lindsay’s “ Christian Art, ’ illustra- 
tive of what is said in that lecture (page 81), respecting the 
energy of the mediseval republics. This passage, describing the 
circumstances under which the Campanile of the Duomo of 
Florence was built, is interesting also as noticing the unive^ 
sality of talent which was required of architects ; and which, as 
I have asserted in the Addenda (p. 93), always ought to be 
required of them. I do not, however, now regret the omis- 
6ion, as I cannot easily imagine a better preface to on essay on 

civil architecture than this simple statement. 

" In 1332, Giotto was chosen to erect it (the campanile), on 
the ground, avowedly, of the vmiversalUy of his talents, with the 
appointment of Capo Maestro, or chief Architect (chief Master, 
I should rather write), of the Cathedral and its dependencies, a 
yearly salary of one hundred gold florins, and the privilege of 
citizenship, under the special understanding that he was not 
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quit Florence. His designs being approved of, the republi( 
passed a decree in the spring of 1334, that the Campanile should 
be built so as to exceed in magnificence, height, and cxcelien(.€ 
of workmanship whatever in that kind had been achieved by the 
Greeks and Romans in the time of their utmost power and 
greatness. The first stone was laid, accordingly, with great 
pomp, on the 18th of July following, and the work prosecuted 
with vigour, and with such costliness and utter disregard of 
expense, that a citizen of Verona, looking on, c.xclaimod, thal 
the republic was taxing her strength too fur, that the united 
resources of two great monarchs would be insufficient to com- 
plete it ; a cnticism which the Signoria resented by confining 
him for two months in prison, and afterwards conducting him 
through the public treasury, to teach him that the Florentines 
could build their whole city of marble, and not one poor steeple 
only, were they so inclined.” 


I see that “ The Builder,” vol. xi. page 690, has beeu eudea- 
voariag to inspire the citizeas of Leeds with some pride of this 
fcmd respecting their towa-hall. The pride would be well, bat 1 
Biaoercly trust that the tower in question may not bo built on the 
dt^iga there proposed. I am sorry to have to write a special 
criticism, bat it must be remembered that the best works, by the 
best men living, are in this age abased without mercy by name- 
less critics , and it would be unjust to the public, if those wh. 
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have givcD their names as guarantee for their sincerity nevei 
hod the courage to enter a protest against the execution ot 
designs which appear to them unworthy. 

Oenmuk Hill, 

I6tb April 1854. 
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LECTURES 
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ARCHITECTURE AND PAINTING. 


LECTURE I. 

I THINK myself peculiarly happy in being permitted to 
address the citizens of Edinburgh on the subject of archi- 
tecture, for it is one which, they cannot but feel, interests 
them nearly. Of all the cities in the British Islands. 
Edinburgh is the one which presents most advantages foi 
me display of a noble building; and which, on the other 
hand, sustains most injury in the erection of a common- 
place or unworthy one. You are all proud of your city . 
surely you must feel it a duty in some sort to justify your 
pnde ; that is to say, to give yourselves a right to be proud 
of It. That you were born under the shadow of its two 
fantastic mo-inlains.-that you live where from your room 
windows yr i nan trace the shores of its glittering Firtn, 
are no rightful subjects of pride. You did not raise the 
mountains, nor shape the shores; and the historical houses 

1 * 
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of yot«r Canongate, and the broad battlements of your cas 
tie, reflect honour upon you only through your ancestors 
Before you boast of your city, before even you venture to 
call it yoursy ought you not scrupulously to weigh the exact 
share you have had in adding to it or adorning it, to calcu* 
late seriously the influence upon its aspect which the work 
of your own hands has exercised ? I do not say that, even 
when you regard your city in this scrupulous and testing 
spirit, you have not considerable ground for exultation 
As far as I am acquainted with modern architecture, I am 
aware of no streets which, in simplicity and manliness of 
style, or general breadth and brightness of effect, equal 
those of the New Town of Edinburgh. But yet I am well 


persuaded that as you traver.se those streets, your feelings 
of pleasure and pride in them are much complicated with 
those which are excited entirely by the surrounding scenery 


As you walk up or down George Street, for instance, do 
you not look eagerly for every opening to the north and 
south, which lets in the lustre of the Firth of Forth, or the 
r.n.ged outline of the Castle rock? Take away the sea- 
waves, and the dark basalt, and I fear you would find little 
to interest you in George Street by itself. Now I remem- 
ber a city, more nobly placed even than your Edinburgh, 
which instead of the valley that you have now filled by 
Lines of railroad, has a broad and rushing river of blue 
water sweeping through the heart of it; which, for the 
dark and solitary rock that bears your castle, lias an am- 
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phitheatrc of cliffs crested with cypresses and olive; which, 
for the two masses of Arthur’s Seat and the ran‘^cs of llie 
Pentlands, has a chain of blue mountains higher than llie 
haughtiest peaks of your Highlands; and which, for youi 
far-away Ben Lcdi and Ben More, has the great central 
chain of the St. Gothard Alps : and yet, as you go out of 
the gates, and walk in the suburban streets of that city — 1 
mean Verona — the eye never seeks to rest on that externa! 
scenery, however gorgeous ; it does not look for the gaj)s 
between the houses, as you do here : it may for a few 
moments follow the broken line of the great Alpine balllo- 
ments ; but it is only where they form a background for 
other battlements, built by the hand of man. There is no 
necessity felt to dwell on the blue river or the buriiino 

• O 

hills. The heart and eye have enough to do in the streets 

of the city itself; they are contented there; nay, they 

sometimes turn from the natural scenery, as if too savage 

and sobtary, to dwell with a deeper interest on the palace 

walls that cast their shade upon the streets, and the crowd 

of towers that rise out of that shadow into the depth of the 
sky. 

That IS a city to be proud of, indeed ; and it is this kind 
of architectural dignity which you should aim at, in what 
you add to Edinburgh or rebuild in it. For remember, you 
must either help your scenery or destroy it ; whatover you 
do has an effect of one kind or the other ; it is never indif 
ferent But, above all, remember that it is chiefly by pri 
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vale, not by public, effort that your city must be dclornetl 
It does not matter how many beautiful public buildings vou 
possess, if they are not supported bv, and in harmony with, 
the private houses of the town. Neither the mind nor the 
eye will accept a ncAv college, or a new hospital, or a new 
institution, for a city. It is the Canongate, and the 
Princes Street, and the High Street that are Edinburgh. 
It is in your own private houses that the real majesty of 
Edinburgh must consist ; and, what is more, it must be by 
vour own personal interest that the style of the architec 
ture which rises around you must be principally guided. 
Do not think that you can have good architecture merely 
by paying for it. It is not by subscribing h-^erally for a 
large building once in forty years that you can call uji 
architects and inspiration. It is only by active and sym- 
pathetic attenlioii to the domestic and every day work 
which is done lor each of you, that you can educate either 
yourselves to the feeling, or your builders to the doing, of 
what is truly great. 

Well but, you will answer, you cannot feel interested m 
architecture ; you do not care about it, and cannot care 
about it. I know you cannot. About such architecture 
as is built novv-a-days, no mortal ever did or could care. 
You do not feel interested in heoHng the same thing over 
and over again why do you suppose you can feel inter- 
ested in seeing the same thing over and over again, were 
that thing even the best and most beautiful in the world ’ 
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Now, you all know the kind of window which you usually 

build in Edinburgh : here is an example of the head of one 

{fiS l-)j ^ massy lintel of a single stone, laid across from 

side to side, with bold square-cut jambs — in fact, tlie siin- 

% 

plest form it is possible to build. It is by no means a bad 
form ; on the contrary, it is very manly and vigorous, and 
has a certain dignity in its utter refusal of ornament. Bui 
I cannot say it is entertaining. How many windows pre- 
cisely of this form do you suppose there are in the New 
Town of Edinburgh ? I have not counted them all throuo-h 
the tovr , but I counted them this morning along this very 
Queen Street, in which your Hall is ; and on the one side 
of that street, there are of these windows, absolutely simi- 
lar to this example, and altogether devoid of any relief by 
decoration, six hundred and seventy-eight.* And your 
decorations are just as monotonous as your simplicities. 
How many Corinthian and Doric columns do you think 
there are in your b^ks. and post-offices, institutions, and 
r know not what else, one exactly like another? — and yet 
you expect to be interested • Nay, but, you will answer 
me again, we see sunrises and sunsets, and violets and 
roses, over and over again, and we do not lire of thern 
WTiat ! did you ever see one sunrise like another ? does no! 
God vary his clouds for you every morning and every night 
hough, indeed, there is enough in the disappearing "and 


• Including York Place, and Picardy I lace, 
dow whioh has mouldingSa 


but Dot counting any win 
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appearing of the great orb above the rolling of the world, 
to interest all of us, one would think, for as many times as 
we shall see it ; and yet the aspect of it is changed for us 
daily. Vou see violets and roses often, and are not tired 

4 

of them. True ! but you did not often see two roses alike, 
or, if you did, you took care not to put them beside each 
other in the same nosegay, for fear your nosegay should 
be uninteresting; and yet you think you can put 150,000 
square windows side by side in the same streets, and still 
be interested by them. ^Vhy. if I were to say the same 
thing over and over again, for the single hour you are going 
to let me talk to you, would you listen to me? and yet you 
let your architects do the same thing over and over again 
for three centuries, and expect to be interested by their 
architecture ; with a farther disadvantage on the side ot the 
builder, as compared with the speaker, that my wasted 
words would cost you but little, but his wasted stones have 
cost vou no small part of your income* 

“ Well, but,” you still think within yourselves. “ it is not 
ric^kl that architecture should be interesting. It is a very 
grand thing, this architecture, but essentially unenlerlain- 
ing. It is its duly to be dull, it is monotonous by law : it 

cannot be correct and yet amusing. 

Believe me, it is not so. All things that are worth doing 
in art, arc intereslins: and attractive when they are done. 
There is no law of right which consecrates dulness. The 
proof of a thing’s being right is. that it has power ovei tlie 
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heart ; that it excites us, wins us, or helps us [ do not 
say that it has influence over all but it has ovci a large 
class, one kind of art being fit for one class, and anoUicj 
/Or another; and there is no goodness in art which is inde- 
pendent of the power of pleasing. Yet, do not inislake 
me; I do not mean that there is no such thing as neglect 
of the best art, or delight in the worst, just as jnar.y mcii 
neglect nature, and feed upon what is artificial and base , 
hut I mean, that all good art has the capacity of plcusnigy 
if people will attend to it ; that there is no law against its 
pleasing; but, on the contrary, something wrong eilln-r in 
the spectator or the art, when it ceases to please. Now, 
therefore, if you feel that your present school of architecture 
is unattractive to you, I say there is something wrong, eilhei 
in the architecture or in you ; and I trust you will not think 
I mean to flatter you when I tell you, that the wrong is noi 
in you, but in the architecture. Look at this for a moment 
{fs- 2.); it is a window actually existing — a window of an 
English domestic building*— a window built six hundred 
years ago. You will not tell me you have no pleasure in 
looking at this; or that you could not, by any possibility,, be- 
come interested in the art which produced it ; or tiiat, if 
every window in your streets were of some such form, with 
oerpetual change in their ornaments, you would pass up and 
down the street with as much indifference as now, when your 

• Oakham CosHe. I have enlarged this illustration from Mr. Uudsoi 
Turner’s admirable work on the domestic architecture uf Eogh.nd. 
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windows are of this form {fig. !.)• Can you for an instant 
suppose tiiat llie architect was a greater or wiser man who 
built tins, than lie who built that \ or that in tlie arrange- 
ment of these dull and monotonous stones there is more wit 
and sense than you can penetrate ? Believe me, the wrong 
IS not in you ; you would all like the best things best, if you 
inly saw them. What is wrong in you is your temper, not 
your taste; your patient and trustful temper, which lives 
in houses whose architecture it takes for granted, and sub- 
scribes to public edifices from which it derives no enjoyment. 

“Well, but what are we to do?” you will say to me; 
we cannot make architects of ourselves. Pardon me, you 
can — and you oughv. Architecture is an art for all men 
to learn, because all are concerned with it ; and it is so 
simple, that there is no excuse for not being acquainted 
with its primary rules, any more than for ignorance of 
grammar or of spelling, which are both of them far moie 
difficult sciences. Far less trouble than is necessary to 
learn how to play chess, or whist, or golf, tolerably,— far 
less than a schoolboy takes to win the meanest prize of 
the passing year, would acquaint ym with all the main 
principles of the construction of a Gothic cathedral, and I 
believe you would hardly find the study less amusing. 
Rut be that as it may, there are one or two broad princi- 
ples which need only be stated to be understood and 
accepted; and those I mean to lay before you, with yru 
permission, before you leave this room. 
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You must all, of course, have observed lh&.l tl-e principal 
distinctions between existing^ st)’les of architecture depend 
on their methods of roofing any space, as a window o' 
door for instance, or a space between pillars ; that is tc 
say, that the character of Greek architecture, and of all 
that is derived from it, depends on its roofing a space with 
a single stone laid from side to side ; the character of 
Roman architecture, and of all derived from it, depends 
on its roofing spaces with round arches ; and the character 
of Gothic architecture depends on its roofing spaces with 
pointed arches or gables. I need not, course, in any 
way follow out for you the mode in which the Greek sys- 
tem of architecture is derived from the horizontal lintel ; 
but I ought perhaps to explain, that by Roman architecture 
I do not mean that spurious condition of temple form 
which was nothing more than a luscious imitation of the 
Greek ; but I mean that architecture in which the Roman 
spirit truly manifested itself, the magnificent vaultings of 
the aqueduct and the bath, and the colossal heaping of the 
rough stones in the arches of the amphitheatre ; an archi- 
tecture full of expression of gigantic power and strength 
uf will, and from which are directly derived all our most 
impressive early buildings, called, as you know, by various 
antiquaries, Saxon, Norman, or Romanesque. Now the 
first point I wish to insist upon is, that the Greek system, 
considered merely as a piece of construction, is weak and 
barbarous compared with the two others For instance 
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in the case of a large window or door, such as fg. 1, if you 
have at yair disposal a single large and long stone you 
may indeed roof it in the Greek manner, as you have done 
here, with comparative security; but it is always e\pen« 
sive to obtain and to raise to their place stones of this 
large size, and in many places nearly impossible to obtain 
them at all ; and if you have not such stones, and still 
insist upon roofing the space in the Greek way, that is to 
say, upon having a square window, you must do it by the 
miserable feeble adjustment of bricks, 3.* You are 
well aware, of course, that this latter is the usual way in 
which such windows are now built in England ; you are 
fortunate enough here in the north to be able to obtain 
single stones, and this circumstance alone gives a con* 
siderable degree of grandeur to your buildings. But in all 
cases, and however built, you cannot but see in a moment 
that this cross bar is weak and imperfect. It may be 
strong enough for all immediate intents and purposes, but 
it is not so strong as it might be ; however well the house 
is built, it w'ill still not stand so long as if it had been 
better constructed ; and there is hardly a day passes but 
you may see some rent or flaw in bad buildings of this 
kind. You may see one whenever you choose in one of 
you- most costly, and most ugly buildings, the great 
church with the dome, at the end of George Street. I 
think I never saw a building with the principal entrance 
• Od this suhjec* see “Tbe Buil<l«*r.” vol. \L p. 709. 
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so utterly ghastly and oppressive ; and it is as weak as it 
is ghastly. The huge horizontal lintel above the doer is 
already split right through. But you are not aware of a 
thousandth part of the evil ; the pieces of building that you 
see are all carefully done ; it is in the parts that are to l)e 
concealed by paint and plaster that the bad building of the 
day is thoroughly committed. The main mischief lies in 
the strange devices that are used to support the long hori- 
zontal cross beams of our larger apartments and shops, and 
the framework of unseen walls ; girders and tics of cast iron, 
and props and wedges, and laths nailed and bolted together, 
on marvellously scientific principles; so scientific, that 
every now and then, when some tender reparation is under- 
taken by the unconscious householder, the whole house 
crashes into a heap of ruin, so total, that the jury which sits 
on the bodies of the inhabitants cannot tell what has been 
the matter with it, and returns a dim verdict of accidental 
death. Did you read the account of the proceedings at 
the Crystal Palace at Sydenham the other day f Some 
dozen of men crushed up among the splinters of the 
scaffolding in an instant, nobody knew why. All the 
engineers declare the scaffolding to have been erected on 
Ihe best principles, -that the fall of it is as much a mys. 
tery as if it had fallen from heaven, and were all meteoric 
stoues. The jury go to Sydenham and look at the heap 
of shattered bolts and girders, and come back as wise a. 
they went. Accidental death Yes verily ; the lives of 
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pII those dozen of men had been hanging for months al 
the mercy of a flaw in an inch or two of cast iron. Very 
accidental indeed ! Not the less pitiable. I grant it not 
to be an easy thing to raise scaffolding to the height of 
the Crystal Palace without incurring some danger, but 
that is no reason why your houses should all be nothing 
but scaffolding. The common system of support of walls 
over shops is now' nothing but permanent scaffolding ; part 
of iron, part of wood, part of brick ; in its skeleton state 
awful to behold; the weight of three or four stories of 
wall resting sometimes on two or three pillars of the size 
of gas pipes, sometimes on a single cross beam of wood, 
laid across from party wall to party wall in the Greek 
manner. I have a vivid recollection at this moment of a 
vast heap of splinters in the Borough Road, close to St 
George’s Southwark, in the road between my own house 
and London. I had passed it the day before, a goodly 
shop front, and sufficient house above, with a few repairs 
undertaken in the shop before opening a new business. 
The master and mistress had found it dusty that afternoon, 
and went out to tea. When they came back in the even- 
ing, they found their whole house in the form of a heap 
of bricks blocking the roadway, with a parly of men 
digging out their cook. But I do nut insist on casualties 
like these, disgraceful to us as they are, for it is, of course, 
perfectly possible to build a perfectly secure house or a 
Eeniire window in the Greek manner ; hut the simjAe fad 
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is, that in order to obtain in the cross lintei the same 
amount of strength which you can obtain in a pointed arch, 
you must go to an immensely greater cost in stone or in 
labour Stonehenge is strong enough, but it takes some 
trouble to build in the manner of Stonehenge ; and Stone- 
henge itself is not so strong as an arch of the Colosseum 
Vou could not raise a circle of four Stonehenges, one over 
the other, with safety; and as it is, more of the cross- 
stones are fallen upon the plain of Sarum than archen 
rent away, except by the hand of man, from the mighty 
circle of Rome. But 1 waste words ; — your own common 
sense must show you in a moment that this is a weak 
form; and there is not at this instant a single street in 
London where some house could not be pointed out with 
a flaw running through its brickwork, and repairs rendered 
necessary in consequence, merely owing to the adoption 
of this bad form ; and that our builders know so well, that 
m myriads of instances you find them actually throwing 
concealed arches above the horizontal lintels to take the 
weight off them; and the gabled decoration at the top of 
some Palladian windows, is merely the ornamental form 

resulting from a bold device of the old Roman builders to 
effect the same purpose. 

But there is a farther reason for our adopting the point- 
ed arch than its being the strongest form ; it is also the 
most beautiful form in which a window or door-head can 
oe built. Not the most beautiful because it is the strong 
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est ; but most beautiful, because its form is one of those 
which, as we know by its frequent occurrence in the work 
of nature around us, has been appointed by the Deity to 
be an everlasting source of pleasure to the human mind. 

Gather a branch from any of the trees or flowers to 
which the earth owes its principal beauty. You will find 
that every one of its leaves is terminated, more or less, ir 
the form of the pointed arch ; and to that form owes its 
grace and character. I will take, for instance, a spray of 
the tree which so gracefully adorns your Scottish glens 
and crags — there is no lovelier in the vv’orld — the common 
ash. Here is a sketch of the clusters of leaves which 
form the e.xtremity of one of its young shoots 4.); 
and, by the way, it will furnish us with an interesting illus- 
tration of another error in modern architectural systems. 
You know how fond modern architects, like foolish modern 
politicians, are of their equalities, and similarities ; how 
necessary they think it that each part of a building should 
be like every other part. Now Nature abhors equality, 
and similitude, just as much as foolish men love them 
You will find that the ends of the shoots of the ash are 
composed of four* green stalks bearing leaves, springing in 
►he form of a cross, if seen from above, as in /g. 5., Plate 
I., and at first you will suppose the four arms of the cross 

• Sometimes of six ; that is to say, they spring in pairs ; oa’y the two 
nppermost pairs, sometimes the three uppermost, spring so close togelhsr 
as to appear one cluster. 
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are equal. But .ook more closely, and you wJl find that 
Iwoopposite arms or stalks have only five leaves eacli, and 
the other two have seven, or else, two have seven, and the 
other two nine; but always one pair of stalks lias two 
leaves more than tne other pair, ftioinetinirs the tree "-ets 
a little puzzled, and forgets which is to he the longest .st.dk, 
and begins with a stem for seven leaves where if slionld 
have nine, and then recollects itself at the last miimle, and 
puts on another leaf in a great hurry, and so produces a 
stalk with eight leaves ; hut all this care it lakes merelv 


to keep itself out of equalities ; and all its grace and power 
of pleasing are owing to its doing so, together with tne 
lovely curves in which its stalks, thus arranged, spring from 
the main bough. Fig. 5. is a plan of their arrangement 
merely, hut_/ig. 4. is the way in which you are most likely 
to see them: and observe, they spring from the stalk yrre- 
ctsefy as a Gothic vaulted roof springs, each stalk repre- 
senting a rib of the roof, and the leaves its crossing stones 
and the beauty of each of those leaves is altogether owim. 
to Its terminating in the Gothic form, the pointed arch" 
Now do you think you would have liked your ash trees as 
well. If Nature had taught them Greek, and shown them 
how to grow according to the received Attic architectural 
rules of right ? I will try you. Here is a cluster of ash 
caves, which I have grown expressly for you on Greek 
ptme.ples (fig. 6., Plate III.) How do you like it ? 

Ooserve, I have played you no trick in this comparison 
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It is perfectly fair in all respects. I have raerely substi 
tuted for the beautiful spring of the Gothic vaulting in the 
ash bough, a cross lintel, and then, in order to raise the 
leaves to the same height, I introduce vertical columns, and 
I make the leaves square-headed instead of pointed, and 
their lateral ribs at right angles with the central rib, instead 
of sloping from it. I have, indeed, only given you two 
boughs instead of four; because the perspective of the 
crossing ones could not have been given without confusing 
the figure ; but I imagine you have quite enough of them 
as it is. 

Nay, but some of you instantly answer, if we had been 
as long accustomed to square-leaved ash trees as we have 
been to sharp-leaved ash trees, we should like them just as 
well. Do not think it. Are you not much more accus- 
tomed to grey whinstone and brown sandstone than you 
are to rubies or emeralds? and yet will you tell me you 
think them as beautiful ? Are you not more accustomed 
to the ordinary voices of men than to the perfect accents 
of sweet singing ? yet do you not instantly declare the song 
to be loveliest? Examine well the channels of your ad 
miration, and you will find that they are, in verity, as un 
changeable as the channels of your heart’s blood ; that 
,ust Is by the pressure of a bandage, or by unwholesome 
and perpetual action of some part of the body, that blood 
may be wasted or arrested, and in its stagnancy cease to 
nourish the frame or in its disturbed flow affect it with in 
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curable disease, so also admiration itself mav by the l)an 
dajres of fashion, bound close over the eyes and the arte- 
ries of the soul, be arrested in its natural pulse and healthy 
How ; but that wherever the artificial pressure is removed, 
it will return into that bed which has been traced for it bv 
the finger of God. 

Consider this subject well, and you will find that cus- 
tom has indeed no real influence upon our feelings of the 
beautilul, except in dulling and cliccking them ; that’ is to 
say, it will and does, as we advance in years, deaden in 
some degree our enjoyment of all beauty, but it in no 
wise influences our determination of what is beautiful and 
what is not. You see the broad blue sky every day over 
your heads; but you do not for that reason determine 
blue to be less or more beautiful than you did at first; 
you are unaccustomed to see stones as blue as the 
sapphire, but you do not for that reason think the 
sapphire less beautiful than other stones. The blue 
colour is everlastingly appointed by the Deity to be a 
source of delight; and whether seen perpetually over 
your head, or crystallised once in a thousand years into a 
single and incomparable stone, your acknowledgment of 
its beauty is equally natural, simple, and instantaneous. 
Pardon me for engaging you in a metaphysical db mssion; 
for it is necessary to the establishment of son e of the 
greatest of all architectural principles that I sh ruld fully 
convince you of this great truth, ana that 1 should quite 
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do away with tlie various objections to it, which I suppose 
must arise iti your minds. Oi these there is one more 
which I must briefly meet. Vou know how much con- 
fusion has been introduced into the subject of criticism, by 
reference to the power of Association ovei the human 
heart ; you know how often it has been said that custom 
must have something to do with our ideas of beauty, 
because it endears so many objects to the affections. 


But, once for all, observe that the powers of association 
and of beauty are two entirely distinct powers,— as dis- 
tinct, for instance, as the forces of gravitation and elec- 
tricity. These forces may act together, or may neutralise 
one another, but are not for that reason to be supposed 
the same force ; and the charm of association will some- 
times enhance, and sometimes entirely overpower, that of 


beauty; but you must not confound the two together. 
You love many things because you are accustomed to 
them, and are pained by many things because they are 
strange to you ; but that does not make the accustome 
si.ht more beautiful, or the strange one less so, he 
well known object n.ay be dearer to you, or you may 
,,.ve discovered charms in it which others cannot ; nut 
,he charm was there before you discovered ,t, only need- 
,ng time and Icve to perceive it. You love your r.ends 
snd telations more than all the world bes.de, and may 
perce.ve beauties in their faces which others canno 
perceive ; hut yon feel that von would be nd.culous 
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allowing yourselves to think them the most beautilul 
persons in the world : you acknowledge that the real 
beauty of the human countenance depends on fixed laws 
of form and expression, and not on the affection you bear 
to it, or the degree in whicli you are familiarised with it 
and so does the beauty of all other existences. 

Now, therefore, I think that, without the risk of any 
. farther serious objection occurring to you, I may slate 
what 1 believe to be the truth, — that beauty has been 
appointed by the Deity to be one of the elements by 
which the human soul is continually sustained ; it is 
therefore to be found more or less in all natural objects, 
but in order that we may not satiate ourselves with it, and 
weary of it, it is rarely granted to us in its utmost degrees 
When we see it in those utmost degrees, we are attracted 
to It strongly, and remember it long, as in the case of 
singularly beautiful scenery, or a beautiful countenance. 
On the other hand, absolute ugliness is admitted as rarely 
as perfect beauty; but degrees of it more or less distinct 
are associated with whatever has the nature of death and 

sin. just as beauty is associated with what has the nature 
of virtue and of life. 

This being so. you see that when the relative beauty of 
any particular forms has to be examined, we may reason 
from the forms of natnre around ns. in this manner 
what nature does generally, is sure to be more or less 
Doautiful : what she does rarely, w-ill either be very beau 
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tiful, or absolutely ugly ; and we may again easily deter- 
mine, if we are not willing in such a case to trust on. 
feelings, which of these is indeed the case, by tl is simpU 
rule, that if the rare occurrence is the result of the 
complete fulfilment of a natural law, it will be beautiful; 
if of the violation of a natural law, it will be ugly. For 
instance, a sapphire is the result of the complete and 
perfect fulfilment of the law's of aggregation in the earth 
of alumina, and it is therefore beautiful ; more beautiful 
than clay, or any other of the conditions of that earth. 
But a square leaf on any tree would be ugly, being a 
violation of the laws of growth in trees,* and we ought to 


feel it so. 

Now, then, I proceed to argue in this manner from what 
we see in the woods and fields around us ; that as they are 
evidently meant for our delight, and as we always feel them 
to be beantiful, we may assume that tlie forms into which 
their leaves are cast are indeed types of beauty, not of ex- 
treme or perfect, hut average beauty. And finding that 
they invariably terminate more or less in pointed arches, 
and are not square-headed, I assert the pointed arch to he 
one of the forms most fitted for perpetual contcmplatmn 
by the human mind ; that it is one of tl.ose which neve, 


. I am a, present aware onl, of one tree, the tulip tree, wh.ch has an 
exceptional form, and which, I doabl not, every one will a.ln„t, 1,^ mart 
hemuty in con«,nonee. All other leaves, so far as I Know, ha-e U.e round 
or pointed arch in the form of the extremeties of Ihe.r fo,la 
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wear^, however often repeated; and that therefore being 
both the i»*rong€st in structure, and a beautiful form (while 
the square head is both weak in structure, and an ugi^ 
form), we are unwise ever to build in any other. 

Here, however, I must anticipate another objection. It 
may be asked why we are to build only the tops of the 
windows pointed, — why not follow the leaves, and point 
them at the bottom also. 

For this simple reason, that, while in architecture you 
are continually called upon to do what may be xinnecessaty 
for the sake of beauty, you are never called upon to do 
what is inconvenient for the sake of beauty. You want 
the level window sill to lean upon, or to allow the window 
to open on a balcony : the eye and the common sense of 
the beholder require this necessity to be met before any 
laws of beauty are thought of ; and besides this, there is 
in the sill no necessity for the pointed arch as a bearing 
form ; on the contrary, it would give an idea of weak sup- 
port for the sides of the window, and therefore is at once 
rejected ; only I beg of you particularly to observe that 
the level sill, although useful, and therefore admitted, does 
not therefore become beautiful ; the eye does not like it so 
well as the top of the window, nor does the sculptor like 
to attract the eye to it ; his richest mouldings, traceries, and 
sculptures are all reserved for the top of the window, they 
are spanngly granted to its horizontal base. And farther, 
observe, that when neither the convenience of the sill, not 
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the support of the structure, are any more of moment, as 
in small windows and traceries, you instantly 'nave the 
point given to the bottom of the window. Do you recol 
lect the west window of your own Dumblane Abbey? If 
you look in any common guide-book, you will find it 
pointed out as peculiarly beautiful, — it is acknowledged tc 
be beautiful by the most careless observer. And why 
beautiful? Look at it {fig. 7). Simply because in its 
great contours it has the form of a forest leaf, and be- 
cause in its decoration it has used nothing but forest 
leaves. The sharp and expressive moulding which sur- 
rounds it is a very interesting example of one used to an 
enormous extent by the builders of the early English 
Gothic, usually in the form seen in fig. 2. above, composed 
of clusters of four sharp leaves each, originally produced 
by sculpturing the sides of a four-sided pyramid, and after- 
wards brought more or less into a true image of leaves, 
but deriving all its beauty from the botanical form. In 
the present instance only two leaves are set ifl each clus- 
ter; and the architect has been determined that the natu- 
ralism should be perfect. For he was no common man 
who designed that cathedral of Dumblane. I know not 
anything so perfect in its simplicity, and so beautiful, as 
far as it reaches, in all the Gothic with which I am ac- 
quainted. And just in proportion to his power of mind, 
that man was content to work under Nature’s teacl mg 
and instead of putting a merely formal dogtooth, as even 
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body else did at the time, he went down to ll.c woodv 
bank of tiie sweet river beneath the rocks on which ha 
was building, and he look up a lew ot the fallen leaves 
that lay by it, and he set them in his arch, side by side, 
for ever. And, look — that he might show you he liad 
done this, — he has made them all of ditFerent size.s, just as 
they lay ; and that you might not by any chance mis:^ 
noticing the variety, he has put a great broad one at the 
lop, and then a little one turned the wrong way, next to ji. 
so that you must be blind indeed if you do not understand 
his meaning. And the healthy change and playfulness o( 
this just does in the stone-work what it does on the tree 
boughs, and is a perpetual refreshment and invigoration 
so that, however long you gaze at this simple ornament— 
and none can be simpler, a village mason could carve it 
all round the window in a few hours — you are never weary 
of it, it seems always new. 

It is true that oval windows of this form are compara- 
tively rare in Gothic work, but, as you well know, circular 
or wheel windows are used constantly, and in most trace- 
nes the apertures are curved and pointed as much at the 
bottom as the top. So that I believe you will now allow 
me to proceed upon the assumption, that the pointed aren 
IS indeed the best form into which the head either of door 
or window can be thrown, considered as a means of sus- 
taining weight above it. How these pointed arches ougni 
to be grouped and decorated. I shall endeavour to show 
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you in my next lecture. Meantime I must beg of yju to 
consider farther some of the general points connected with 
the structure of the roof. 

I am sure that all of you must readily acknowledge the 
charm which is imparted to any landscape by the presence 
of cottages ; and you must over and over again have 
paused at the wicket gate of some cottage garden, 
delighted by the simple beauty of the honeysuckle porch 
and latticed window. Has it ever occurred to you to ask 
the question, what effect the cottage would have upon 
your feelings if it had no roof? no visible roof, 1 mean ; — if 
instead of the thatched slope, in wliich the little upper 
windows are buried deep, as in a nest of straw or the 
rough shelter of its mountain shales — or warm colouring 
of russet tiles — there were nothing but a flat leaden lop to 
it, making it look like a large packing-case with windows 
in it 1 I don’t think the rarity of such a sight would make 
you feel it to be beautiful ; on the contrary, if you think 
over the matter you will find that you actually do owe, 
and ought to owe, a great part of your pleasure in all cot- 
tage scenery, and in all the inexhaustible imagery of htera- 
lure which is founded upon it, to the conspicuousness of 
the cottage roof-to the subordination of the cottage itself 
to its covering, which leaves, in nine cases out of ten, really 
more roof than anything else. It is. indeed, not so much 
the whitewashed walls-nor the flowery gardcn-n..r thi 
rude fragments of stones set for steps at the door-noi 
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any other picturesqueness of the building which interest 
you, so much as the grey bank of its heavy eaves, deep- 
cushioned with green moss and golden slonecrop. And 
there is a profound, yet evident, reason for this feeling 
The very soul of the cottage — the essence and meaning 
of it — are in its roof; it is that, mainly, wherein consists 
its shelter; that, wherein it dilTers most completely from 
a cleft in rocks or bower in woods. It is in its thick 
impenetrable coverlid of close thatch that its whole heart 
and hospitality are concentrated. Consider the difTerence, 
m souhd, of the expressions “beneath my roof” and 
“within my walls,” — consider whether you would be best 
sheltered, in a shed, with a stout roof sustained on corner 


posts, or in an enclosure of four walls without a roof at 

all,— and you will quickly see how important a part of the 

cottage the roof must always be to the mind as well as to 

the eye, and how, from seeing it, the greatest part of oui 
pleasure must continually arise. 


Now, do you suppose that which is so all-important m 
a cottage, can be of small importance in your own dwel- 
Img-house ? Do you think that by any splendour of archi- 
tecture-any height of storics-you can atone to the mind 
for the loss of the aspect of the roof? It i, vain to sav 
you take the roof for granted. You may as weU say you 

nor speaks kmdly. You may know him to he kind in 
reality, but you will no. like him so well as if he spok. 
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and looked kindly also. And whatever extcrnai splendoai 
you may give your houses, you will always feel there ii 
something wanting, unless you see their roofs plainly. 
And this especially in the north. In southern architecture 
the roof is of far less importance ; but here the soul of 
domestic building is in the largeness and conspicuousness 
of the protection against the ponderous snow and driving 
sleet. You may make the facade of the square pile, if the 
roof be not seen, as handsome as you please, — you may 
cover it with decoration, — but there will always be a heart* 
lessness about it, which you will not know howlo con* 
quer ; above all, a perpetual difficulty in finishing the wall 
at top, which will require all kinds of strange inventions 
in parapets and pinnacles for its decoration, and yet will 
never look right. 

Now, I need not tell you that, as it is desirable, lor the 
sake of the efiect upon the mind, that the roof should be 
visible, so the best and most natural form of roof in the 
north is that which will render it most visible, namely, the 
sleep gable ; the best and most natural, I say, because 
this form not only throws off snow and ram most com- 
pletely, and dries fastest, but obtains the greatest interior 
space within walls of a given height, removes the heat of 
the sun most effectually from the upper rooms, and alToids 

most space for ventilation. 

You have then, observe, two great princip es, as far M 
northern architecture is concerned ; first, that the pointcc 
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arch is lo be the means by whicli the weight of the Wi-Il 
or roof is to be sustained ; secondly, that the sleep gable 
is the form most proper for the roof itself. And now 
observe this most interesting fact, that all the loveliest 
Gothic architecture in the world is based on the group of 
lines composed of the pointed arch and the gable. If you 
look at the beautiful apse of Amiens Cathedral — a work 
justly celebrated o\er all Europe — you will find it formed 
merely of a series of windows surmounted by pure gables 
of open work. If you look at the transejit porches of 
Rouen, or at the great and celebrated porch of the 
cathedral of Rheims, or at that of Strasbourg, Bayeux, 
Amiens, or Peterborough, still you will see that these 
lovely compositions are nothing more than richly deco- 
rated forms of gable over pointed arch. But more than 
this, you must be all well aware how fond our best 
architectural artists are of the street etlects of foreign 
cities; and even those now present who liave not per- 
sonally visited any of the continental towns must rernem- 
ber, I should think, some of the many inteiesting 
drawings by Mr. Prout, Mr. Nash, and other excellent 
draughtsmen, which have for many years adorned onr 
exhibitions. Now, the principal charm of all those con., 
tincntal street effects is dependent on the houses bavin.. 

■Sh-pitched gable roofs. In the Netherlands and 
Northern France, where the material for building is' 
bncK or stone, the fronts of the stone gables are raised 
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above ‘.he roofs, and you have magnificent and grotesque 
ranges of steps or curves decorated with various orna* 
ments, succeeding one another in endless pers^^ective 
along the streets of Antwerp, Ghent, or Brussels. In 
Picardy and Normandy, again, and many towns of Ger- 
many, where the material for building is principally wood, 
the roof is made to project over the gables, fringed with a 
beautifully carved cornice, and casting a broad shadow 
down the house front. This is principally seen at Abbe 
ville, Rouen, Lisieux, and others of the older towns of 
France. But, in all cases, the cfiect of the whole street 
depends on the prominence of the gables ; not only of 
the fronts towards the streets, but of the sides also, set 
with small garret or dormer windows, each of the most 
fantastic and beautiful form, and crowned with a little 
spire or pinnacle. Wherever there is a little winding 
stair, or projecting bow window, or any other irregularity 
of form, the steep ridges shoot into turrets and small 
spites, as in fig 8.*, each in its turn crowned by a fantastic 
ornament, covered with curiously shaped slates or shin^ * 
or crested with long fringes of rich ironwork, so that, seen 
from above and from a distance, the intricate grouping of 
the roofs of a French city is no less interesting than its 
actual streets ; and in the streets themselves, the masses 
of broad shadow which the roofs form against the sky, are 


• TWb figure IB copied from ProoL 
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a most important background to the bright and sculptured 
sui'faces of the walls. 

Finally. I need not remind you of the efl'ect upon the. 
northern mind which has always been produced by tlio 
heaven-pointing spire, nor of the theory wijich has been 
founded upon it of the general meaning of Gothic Archi 
tecture as expressive of religous aspiration. In u few 
minutes, you may ascertain the exact value of that theory, 
and the degree in which it is true. 

The first tower of which we hear as built upon the 
earth, was certainly built in a species of aspiration ; but 
I do not suppose that any one here will think it was a 
religious one. “ Go to now. Let us build a lower wliose 
top may reach unto Heaven.’* From that day to this, 
whenever men have become skilful architects at all, there 
has been a tendency in them to build high ; not in any 
religious feeling, but in mere exuberance of spirit and 
power — as they dance or sing — with a certain mingling of 
vanity — like the feeling in which a child builds a tower ol 
cards ; and, in nobler instances, with also a strong sense 
of, and delight in the majesty, height, and strength of the 
building itself, such as we have in that of a lofty tree or 
a peaked mountain. Add to this instinct the frequent 
necessity of points of elevation for watch-towers, or of 
points of offence, as in towers built on the ramparts ol 
cities, and, finally, the need of elevations for the trans- 
mission of sound, as in the Turkish minaret and Christian 
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bellry, ajid you have, I think, a butficient explanation of 
tlie tower-building of the world in general. Look throdgi, 
your Bibles only, and collect the various expressions witi 
reference to tower-building there, and you will have a 
very complete idea of the spirit in which it is for the most 
part undertaken. Vou begin with that of Babel; then 
you remember Gideon beating down the Tower of Penuel, 
in order more completely to humble the pride of tiie men 
of the city ; you remember the defence of the tower of 
Shechem against Abimelech, and the death of Abimelech 
by the casting of a stone from it by a woman’s hand ; you 
recollect the husbandman building a tower in his vineyard, 
and the beautiful expressions in Solomon’s Song — “The 
Tower of Lebanon, which looketh towards Damascus 


“ I am a wall, and my breasts like towers — you 
recollect the Psalmist’s expressions of Idvc and delight, 
“ Go ye round about Jerusalem ; tell the towers thereof: 
mark ye well her bulwarks ; consider her palaces, that ye 
may tell it to the generation following.” You sec in all 
these cases how completely the tower is a subject of 
human pride, or delight, or defence, not in anywise asso- 
ciated with religious sentiment; the towers of Jeiusaleiii 
being named in the same sentence, not with her temple, 
but with her bulwarks and palaces. And llius, when the 
tower is in reality connected with a place of worship, it 
was generally done to add to its magnificence, but not ic 
add to its religious expression. And over llie wliole of 
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ihe world, you have various species of elevated huilditigs, 
the Egyptian pyramid, the Indian and Chintjse pagoda, 
the Turkish minaret, and the Christian belfry — ail of 
them raised either to make a show from a distance, oi tc 
cry from, or swing bells in, or hang tliem round, or for 
some other very human reason. Tims, when the good 
people of Beauvais were building their calhe<lral, that of 
Amiens, then just completed, had excited the adniiration 
of all France, and the peojile of Beauvais, in tlieir jcaloii.sy 
and determination to beat the people of Amiens, s<T to 
work to build a tower to their own cathedral as liigli as 
they possibly could. They built it so high that it tuinl)li d 
down, and they were never able to finish their cathedral 
at all — it stands a wreck to this day. But you will not, 1 
sliould'think, imagine this to have been done in lieaven- 
ward aspiration. Mind, however, I don’t blame the people 
of Beauvais, except for their bad building. I think their 
desire to beat the citizens of Amiens a most amiabU 
weakness, and only wish I could see the citizens of Edin- 
burgh and Glasgow inflamed with the same emulation, 
building Gothic towers* instead of manufactory chimneys ; 
only do not confound a feeling which, though healthy and 
right, may be nearly analogous to that in which you play 
a cricket-match, with any feeling allied to your hope of 
heaven. 


• I did not, at the time of the delivery of these lectures, kuow how 
ainny Gothic towers the worthy Glaswegians have lately tuilt : that of 
.Sr, Peter’s, in particular, being a most meritorious effort. 
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Such being the state of the case with respect to tower 
building in general, let me follow for a few minutes tht 
changes which occur in the towers of northern and soutljcn 
architects. 


Man/ of us are familiar with the ordinary form of thfc 
Italian bell-tower or campanile. From the eighth century 
to the thirteenth there was little change in that form:* 
four-square, rising high and without tapering into the air, 
story above story, they stood like giants in the quiet fields 
beside the piles of the basilica or the Lombardic church, 
in this form {Jig. 9.), tiled at the top in a flat gable, with 
open arches below, and fewer and fewer arches on each 
inferior story, down to the bottom. It is worth while 
noting the dilference in form between these and the towers 


built for military service. The latter were built as'in fg. 
10., projecting vigorously at the top over a series of 
brackets or machicolations, with very small windows, and 
no decoration below. Such towers as these were attached 
to every important palace in the cities of Italy, and stood 
in great circles — troops of towers — around their e.xternal 
walls: their ruins still frown along the crests of every 
promontory of the Apennines, and are seen from far away 
in the great Lombardic plain, from distances of half-a-day s 
journey, dark against the amber sky of the horizon. 1 hes^ 
are of course now built no more, the changed methods of 


• Thero is a good abstract of tho forms of the Italian campanile, by Jb 
Papworlh, in the Journal of the Arcbrcological loRtituto, March 1850. 
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modern warfare having cast them into entire disuse tiul 
the belA-y or campanile has had a very diflcreiit influence 
on European architecture. Its form in tlie plains of Italy 
and South France being that just shown you, the moment 
we enter the valleys of the Alp.s, wliore there is snow to 
be sustained, we find its form of roof altered by the sub 
stitution of a steep gable for a flat one.* Tliere are 
probably few in the room who Iiave not been in some parts 
of South Switzerland, and who do not remember the bi'au- 
tiful effect of the grey mountain clnirrhes, many of them 
hardly changed since the tentli and eleventh ceninries 
whose pointed towers stand up through the green level of 
the vines, or crown the jutting rocks that border the valley 
From this form to the true spire, the change is sliirht, and 
consists in little more than various decoration, generally in 
putting small pinnacles at the angles, and piercing tlie 
central pyramid with traceried windows, sometimes, lis at 
Fribourg and Burgos, throwing it into tracery altogether : 
but to do this is invariably the sign of a vicious style, as 
It takes away from the spire its character of a true roof, 
and turns it nearly into an ornamental excrescence. At 
Antwerp and Brussels, the celebrated towers (one, observe, 
ecclesiastical, being the tower of the cathedral, and the 
other secular), are formed by successions of diminishing 
towers, set one above the other, and each supported by 

• The form establishes itself afterwards ia the plaias, ia sjmpathj will 
other Gothic coaditioos. as in the campanile of St. Mark’s at Venice. 
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Luttiusses liirowii to the angles of the one beneath. At 
tne English cathedrals of Lichfield and Salisbury, the spire 
IS seen in great purity, only decorated by sculpture; but 1 
am aware of no example so striking in its entire simplicity 
as that of the towers of the cathedral of Coutances in Nor* 
rnandy. There is a dispute between French and English 
antiquaries as to the date of the building, the Eng- 
lish being unwilling to admit its complete priority 
to all their own (iothic. I have no doubt of this 
prioritv myself; and I hope that tint time will soon come 
when men will cease to confound vanity with patriotism 
and will think the honour of their nation more advanced 
by their own sincerity and courtesy, than by claims, how* 
ever learnedly contested, to the invention of pinnacles and 
arches. I believe the French nation was, in the 12th and 
13th centuries, the greatest in the world; and that the 
French not only invented Gothic architecture, but carried 
it to a perfection which no other nation has approached, 
then or since- : but, however this may be, there can be no 
doubt that the towers of Coutances, if not the earliest, are 
among the very earliest, examples of the fully developed 
spire. I have drawn one of them carefully for you {fig> 
II,), and vou will see immediately that they are literally 
domestic roofs, with garret windows, e,xecuted on a largo 
scale, and in stone. Their only ornament is a kind of 
scaly mail, which is nothing more than the copying in stone 
of the common wooden shingles of the house-roof; and 
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their security is provided for by strong; gabled dormer 
windows, of massy masonry, wliich, though supported or 
detached shafts, have weight enough completely to 1 >t fcr c.( 
the lateral thrusts of the spires. 

Nothing can surpass the boldness or the simplicity of 
the plan; and yet, in sjnie of this simplicity, the clear 
detaching of the shafts from the slojic of the Sjfire, an«l 
their great height, strengthened by rude cross-bars of stone, 
carried back to the wall Indiiiul, occasions so groat a com- 
plexity and play of cast shadows, that 1 remcniher no 
architectural composition of which tlic aspect is so com- 
pletely varied at diflureiit hours of the day.* But the 
main thing I wish you to observe is, the completely domes^ 
ticity of the work; the evident treatment of the cluirch 
spire merely as a magnified house-roof; and the prooj 
herein of the great truth of which I have been endeavour- 
ing to persuade you, that all good architecture rises out 
of good and simple domestic work; and that, therefore, 
before you attempt to build great churches and palaces! 
you must build good house doors and garret windows! 
Nor IS the spire the only ecclesiastical form deducible from 
domestic architecture. The spires of France and Ger- 
many are associated with other towers, even simpler and 
more straightforward in confession of their nature in 
which, though the walls of the tower are covered witn 
sculpture, there is an ordinary ridged gable rot f on the 

• The sketch was mode about 10 o’clock ou a September momiag. 
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top. 'I'he finest example I know of this kin*! of tower, is 
that on the north-west angle of Rouen Cathedral {fig, 12.), 
but they occur in multitudes in the older towns of Ger- 
many ; and the backgrounds of Albert Durer are full of 
them, and owe to them a great part of their interest : all 
these great and magnificent masses of architecture being 
repeated on a smaller scale by the little turret roofs and 
pinnacles of every house in the town ; and the whole 
system of them being expressive, not by any means of 
religious feeling,* but merely of joyfulness and exhilaration 

• Among the various modes in which the architects, against wbo^e 

♦ 

practice my writings arc directed, liave endeavoured to oppose them, no 
charge lias been made more frequently than that of their self-contradiction ; 
the fact being, that there are few people in the world who are capable of 
seeing the two sides of any subject, or of conceiving bow the statements 
of ibj opposite aspects can possibly be rcconcileable. For instance, in a 
recent review, though for the most part both fair and intelligent, it is 
reinarlcod. on this very subject of the domestic origin of the northern 
Gothic, that “ Mr. Ruskin is evidently possessed by a fixed idea, that tbc 
Venetian architects were devout men, and that their devotion was express- 
ed in their buildings ; while he will not allow our own cathedrals to have 
been built by any but worldly men, who had no thoughts of heaven, but 
only vague idea.s of keeping out of bell, by erecting costly places of 
worship.-’ If this writer had compared the two passages with the care 
which such a subject necc.«sarily demands, he would have found that I was 
not opposing Venetian to English piety ; but that in the one cose I wae 
Ppoaking of the spirit manifested in the entire architecture of the nation, 
and in the other of occasional efforta of superstition as distinguished from 
that spirit ; and, farther, that in the one case, Iwos .^peaking of decorative 
features which are ordinarily the results of feeling, in the other of strno 
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of spirit in tl.e inhabitants of such cities, leadi.ig Ihcna to 
throw their roofs high into the sky, and therefore giving to 
the style of architecture with which these grotesque roofs 
arc associated, a certain charm like that of cheerfulness 
in the human face ; besides a power of interesting tlie 
beholder which is testified, not only by the artist in his 
constant search after such forms as the elements of his 
landscape, but by every phrase of our language and litera- 
ture l)earing on such topics. Have not these words, 
Pinnacle, Turret, Belfry, Spire, Tow’er, a pleasant sound 
in all your ears ? 1 do not speak of your scenery, I do not 

ask you how niuch you feel that it owes to the grey battle- 
ments that frown through the woods of Craig Millar, to 
the pointed turrets that flank the front of Holyrood, or to 
the massy keeps of your Crichloun and Borthwick and 
other border towers. But look merely through your 
poetry and romances ; take away out of your border 

toral features, which are ordiDarilj the results of necessity or coDTcnlence. 
Thus it is rational and just that we should attribute tho decoration of the 
arches of St. Mark’s with scriptural mosaics to a religious scutinient j but 
it would he a strange absurdity to regard as an effort of piety the invention 
of the form of the arch itself, of which one of the earliest and most per- 
feet instances is in the Cloaca Maxima. And thus in the case of spires 
and towers, it is just to ascribe to the devotion of their designers that 
dignity which was bestowed upon forms derived from the simplest domestic 
buildings; but it is ridiculous to attribute any great refinement of reli- 
gious feeling, or height of religions aspiration, to those who furnished the 
funds for the erection of the loveliest tower in North France, by paying 
for pennisMon to eat butter in Lent 
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ballads the word tower wherever it occurs, and the ideas 
connected with it, and what will become of the ballads! 
See how Sir Walter Scott cannot even get through a 
description of Highland scenery without help from the 
idea 


“ Each purple peak, each flinty spire. 

Was bathed in floods of liring fire.” 

Take away from Scott’s romances the word and idea 
turret, and see how much you would lose. Suppose, for 
instance, when young Osbaldistone is leaving Osbaldi- 
slone Hall, instead of saying “ The old clock struck two 
from a turret adjoining my bedchamber,” he had said, 
* Tiie old clock struck two from the landing at the top of 
;he .stair,” what would become of the passage? And can 
you really suppose that what has so much power over you 
in words has no power over you in reality ? Do you think 
there is any group of words which would thus interest 
you, when the things expressed by them are uninteresting? 
For instance, you know that, for an immense time back, 
all your public buildings have been built with a row of 
pillars supporting a triangular thing called a pediment. 
You see this form every day in your banks and clubhouses, 
and churches and chapels; you are told that it is the 
perfection of architectural beauty ; and yet suppose Sir 
Walter Scott, instead of writing, “ Each purple peak, each 
flinty spire,” had written, “Each purple peak, e: ch flinty 


Lect. L] 


AND TAINIINC;. 


41 


‘pediment/”* Would you have thought the poem im- 
proved? And if not, why would it be spoiled? Simply 
because the idea is no longer of any value to you ; the 
thing spoken of is a nonenity. 

These pediments, and stylobates, and architraves never 
excited a single pleasurable feeling in you — never will, to 
the end of time. They are evermore dead, lifeless, and 
useless, in art as in poetry, and though you built as many 
of them as there are slates on your house-roofs, you will 
never care for them. They will only remain to later ages 
as monuments of the patience and pliability with which the 
people of the 19th century sacrificed their feelings to fash 
ions, and their intellects to forms. But on the other hand, 

that strange and thrilling interest with which such words 

« 

strike you as are in any wise connected with Gothic arohi- 

• It has been objected to this comparison that the form of the pediment 
does not properlj represent that of the rocks of the Trosachs. The objeo- 
tlon is utterly futile, for there is not a single spire or pinnacle from one 
end of the Trosachs to the other. All their rocks are heavily rounded, 
und the introduction of the word “spire” is a piece of inaccuracy in 
description, ventured merely for the sake of the Gothic image. Farther : 
it has been said that if I had substituted the word “ gable,” it would have 
spoiled the line just as much as the word “ pediment,” though “ gable is a 
Gothic word. Of course it would j but why ? Because “ gable” is a term 
of vulgar domestic architecture, and therefore destructive of the tone of 
the heroic description; whereas “pediment” and “spire” are precisely 
comjlative terms, being each the crowning feature in ecclesiastical edifices, 
end the comparison of their efiTeota in the verse is therefore atwlatelj 
aocorate, logical, and just. 
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teclure — as for instance, Vault, Arch, Spire Pinnacle 
Battlement, Barbican, Porch, and myriads of such others, 
words everlastingly poetical ;yid powerful whenever they 
o:cur, — is a most true and certain index that the things 
themselves are delightful to you, and will ever continue to 
be so Believe me, you do indeed love these things, so far 
as you care about art at all, so far as you are not ashamed 
to confess what you feel about them. In your public 
capacities, as bank directors, and charity overseers, and 
administrators of this and that other undertaking or insti- 
tution, you cannot express your feelings at all. You form 
committees to decide upon the style of the new building, 
and as you have never been in the habit of trusting to youi 
own taste in such matters, you inquire who is the most 
celebrated, that is to say, the most employed architect of 
the day. And you send for the great Mr. Blank, and the 
Great Blank sends you a plan of a great long marble box 
with half-a-dozen pillars at one end of it, and the same at 
the other ; and you look at the Great Blank’s great plan in 
a grave manner, and you daresay it will be very handsome ; 
and you ask the Great Blank what sort of a blank cheque 
must be filled up before the great plan can be realized, 
I and you subscribe in a generous “ burst of confidence’ 

■ whatever is wanted ; and when it is all done, and the great 

white marble box is set up in your streets, you contemplate 
It, not knowing what to make of it exactly, but hoping it is 
I all right; and then there is a dinner given to the GrerJ 

I I 
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Blank, and the morning Papers say that the new and hand- 
some building, erected by the great Mr. Blank, is one of 
Mr. Blank’s happiest efforts, and reflects the greatest credit 
■ipon the intelligent inhabitants of the city of so and so ; 
and the building keeps the rain out as well as another, and 


you remain in a placid state of impoverished satisfaction 
therewith; but as for having any real pleasure out of it, 
you never hoped for such a thing. If you really make up 
a party of pleasure, and get rid of the forms and fashion 
of public propriety for an hour or two, where dn you go 
for it ? Where do you go to cat strawberries and cream ? 
To Roslin Chapel, I believe ; not to the portico of the last 
built institution. What do you see your children doin- 
obeying their own natural and true instincts ? What iwe 
your daughters drawing upon their card-hoard screens as 
^oon as they can use a pencil? Not Parthenon fronts I 
l.mk, but the ruins of Melrose Abbey, or l.inlithgow 

Itn hearts 

eading them straight to the right things, i„ spite of all that 

P-haps call this romait 
t.o, and youthful and foolish. I am pressed for time now 

‘‘ I::::;! 1 77 r ‘he wor; 

for it7 . " - "-t lecture 

commonly 7L1 7^ 

lastly to show ' meantime. I will endeavour, 

but the plain and 
3 
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practical conclusions which should follow from the facts I 
have laid before you. 

I have endeavoured briefly to point out to*you the pro- 
priety and naturalness of the two great Gothic forms, the 
pointed arch and gable roof. I wish now to tell you in 
what way they ought to be introduced into modern domes- 
tic architecture. 


You will all admit that there is neither romance nor 
comfort in waiting at your own or at any one else’s door 
on a windy and rainy day, till the servant comes from the 
end of the house to open it. You all know the critical 
nature of that opening — the drift of wind into the passage, 
the impossibility of putting down the umbrella at the pro- 
per moment without getting a cupful of water dropped 
down the back of your neck from the top of the doorway ; 
and you know how little these inconveniences are abated 
\y trie common Greek portico at the top of the steps. 
You know how the east winds blow through those unlucky 
couples of pillars, which are all that your architects find 
consistent with due observance of the Doric order. I hen, 
away with these absurdities ; and the next bouse you build, 
insist upon having the pure old Gothic porch, wailed in on 
both sides, with its pointed arch entrance and gable roof 
cbove. Under that, you can put down your umbrella at 
your leisure, and, if you will, stop a moment to talk with 
youi friend as you give him the parting shake of the hand 
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And if now and then a wayfarer found a moments rest on 
a atone seat on each side of it, 1 4)elieve you would find Ihe 
insides of your houses not one whit the less comfortaitle 
and, if you answer me, that were such refuges built in iho 


open streets, they would become mere nests of filthy va- 
grants, I reply that I do not despair of such a change in 
the administration of the poor laws of this country, as shall 
no longer leave any of our fellow-creatures in a stale in 
which they would pollute the stops of our houses by rest- 
ing upon them for a night. But if not, the command to 
all of us is strict and straight, “ When thou secst tiie naked, 
that thou cover him, and that thou bring the poor that are 
cast out to ihy housed Not to the workhouse, observe, 
but to thy house : and I say it would be belter a thousand- 
fold, that our doors should be beset by the poor day by day, 
than that it should be written of any one of us, “ They 
reap every one his corn in the field, and they gather the 
vintage of the wicked. They cause the naked to lodge 
without shelter, that they have no covering in the cold. 

They are wet with the showers of the mountains, and em- 
brace the rock, for want of a she]ter.”t 

This, then, is the first use to which your pointed arches 
and gable roofs are to be put. The second is of more 
personal pleasureableoess. Y„u purely must all of you 
feel and admit the delightfulness of a bow window ; I can 
hardly fancy a room can be perfect without cne. No« 

• laiL IviiL 7. 

T Job, xxiv. 6 — 8. 
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you have nothing to do but to resolve that every one ol 
your principal rooms shall*have a bow window, either large 
or small. Sustain the projection of it on a bracket, crown 
it above with a little peaked roof, and give a massy piece 
of stone sculpture to the pointed arch in each of its case* 
ments, and you will have as inexhaustible a source of 
quaint richness in your street architecture, as of additiona 
comfort and delight in the interiors of your rooms. 

Thirdly; as respects windows which do not project 
You will find that the proposal to build them with pointed 
arches is met by an objection on the part of your archi- 
tects, that you cannot fit them with comfortable sashes. 
I beg leave to tell you that such an objection is utterly 
futile and ridiculous. I have lived for months in Gothic 
palaces, with pointed windows of the most complicated 
forms, fitted with modern sashes ; and with the most per- 


fect comfort. But granting that the objection were a true 
one— and I suppose it is true to just this extent, that it 
may cost some few shillings more per window in the first 
instance to set the fittings to a pointed arch than to a 
square one-there is not the smallest necessity for the 
aperfure of the window being of the pointed shape. 
Make the uppermost or bearing arch pointed only, and 
make the top of the window square, filling the interval 
with a stone shield, and you may have a perfect school oi 


architecture, not 
durive to, every 


only consistent with, but eminently con- 
comfort of your daily life. The window 
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in Oakham Caslle {fig. 2.) is an example of such n form 
as actually employed in the 13th century; and 1 shaP 
have to notice another in the course of next lecture. 
Meanwhile, I have but one word to say in conclusion. 
Whatever has been advanced in the course of this evening, 
I, as rested on the assumption that all architecture was to 
be of brick and stone ; and may meet with some hesitation 
in its acceptance, on account of the probable use of iron, 
glass, and such other materials in our fiiluro edifices. I 
cannot now enter into any statement of the possible vises 
of iron oi glass, but I will give you one reason, which I 
think will weigh strongly with most here, why it is not 
likely that they will ever become important elements in 
architectural effect. I know that I am speaking to a 
company of philosophers, but you are not philosophers of 
the kind who suppose that the Bible is a superannuated 
book; neither are you of those who think the Bible is dis- 
honoured by being referred to for judgment in small mat- 
ters. The very divinity of the Book seems to me, on the 
contrary, to justify us in referring cuery thing to it, with 
respect to which any conclusion can be gathered from its 
pages. Assuming then that the Bible is neither superan- 
nuated now, nor ever likely to be so, it will follow that the 
illustrations which the Bible employs are likely to be cleat 
and intelligible illustrations to the end of lime. I do not 
mean that every thing spoken of in the Bible histories 
must continue to endure for all time, but that the tfings 
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which the Bible uses for illustration of eternal truths are 
likely to remain eternally intelligible illustrations. Now 
I find that iron architecture is indeed spoken of in the 
Bible. You know how it is said to Jeremiah, “ Behold, I 
have made thee this day a defenced city, and an iron pil* 
lar, and brazen walls, against the whole land.” But I do 
not find that iron building is ever alluded to as likely to 
hccome. familiar to the minds of men; but, on the con- 
trary, that an architecture of carved stone is continually 
employed as a source of the most important illustrations 
A simple instance must occur to all of you at once. The 
force of the image of the Corner Stone, as used througli- 
out Scripture, would completely be lost, if the Christian 
and civilized world were ever extensively to employ any 
other material than earth and rock in their domestic build- 
ings ; I firmly believe that they never will ; but that as 
the law's of lieauty are more perfectly established, we shall 
be content still to build as our forefathers built, and still 
to receive the same great lessons which such building is 
calculated to convey ; of which one is indeed never to be 
forgotten. Among the questions respecting lowers which 
were laid before you to-night, one has been omitted; 
“ What man is there of you intending to build a lower 
that sitteth not down first and counteth the cost, whetliei 
he have sufficient to finish it T I have pressed upon you, 
this evening, the building of dimestic towers. You may 
think it right to dismiss the subject at once from your 
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thoughts; but let us not do so, without considering, eact 
of us, how far that tower has been built, and how truly its 
cost has been counted. 
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LECTURE II. 

Before proceeding to the principal subject of thi? 
evening, 1 wish to anticipate one or two objections which 
may arise in your minds to what I must lay before you 
It may perhaps have been felt by you last evening, that 
some things I proposed to you were either romantic oi 
Utopian. Let us think for a few moments what romance 
and Utopianism mean. 

First, romance. In consequence of the many absurd 
fictions which long formed the elements of romance writ- 
ing, the word romance is sometimes taken as synonymous 
with falsehood. Thus the French talk of Des Romans, 

and thus the English use the word Romancing. 

But in this sense we had much better use tlie word 

falsehood at once. It is far plainer and clearer. And if 

in this sense I put anything romantic before you, pray 

pay no attention to it, or to me. 

In the second place. Because young people aie par- 

ticularly apt to indulge in reverie, and imaginative plea 

sures, and to neglect their plain and [ractical duties the 
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word romantic lias come to signify weak., foolish, specu 
lative, unpractical, unprincipled. In all those cases it 
would he much better to say weak, foolish, unpractical, 
unprincipled. I'he words are clearer. If in this sense, 
also I put anything romantic before you, pray pay nc 
attention to me. 

But ill the third and last place. The real and jiropet 
use of the word romantic is simply to characterise an im- 
probable or unaccustomed degree .T beauty, sublimity, or 
virtue. For instance, in matters of history, is not the 
lletreat of the Ten Thousand romantic ? Is not the deatli 
of Leonidas ? of the Horatii ? On the other hand, you 
find nothing romantic, though much that is monstrous, in 
the excesses of Tiberius or Commodus. So again, the 
battle of Agincourt is romantic, and of Bannockburn, 
simply because there was an e.xtraordinary display of 
human virtue in both those battles. But there is no 
romance in the battles of the last Italian campaign, in 
which mere feebleness and distrust were on one side, mere 
physical force on the other. And even in fiction, the op- 
ponents of virtue, in order to be romantic, must have sub- 
limity mingled with their vice. It is not the knave, not 
the ruffian, that are romantic, but the giant and the 
dragon ; and these, not because they are false, blit he- 
oaust they are majestic. So again as to beauty, Vou 
feel that armour is romantic because it is a beautiful 
dress, and you are not used to it. You do not feel there 
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is anything romantic in the paint and shells of a Sandwich 
Islander, for these are not beautiful. 

So, then, observe, this feeling which you are ac- 
customed to despise— -tliis secret and poetical enthusiasm 
in all your hearts, which, as practical men, you try to 
restrain — is indeed one of the holiest parts of your being. 
It is the instinctive delight in, and admiration for, sub- 
limity, beauty, and virtue, unusually manifested. And sc 
far from b“ing a dangerous guide, it is the truest part of 
youi being. It is even truer ihan your consciences. A 
man’s conscience may be utterly perverted and led astray ; 
but so long as the feelings of romance endure within us, 
tliey are unerring — they are as true to what is right and 
lovely as the needle to the north ; and all that you have 
to do is to add to the enthusiastic sentiment, the majestic 
judgment — to mingle prudence and foresight with imagin 
alien and admiration, and you liave the perfect human 
soul. But the great evil of these days is that we try to 
destroy the romantic feeling, instead of bridling and 
directing it. Mark what Young says of the men of thi 
world : 


** They, who think nought so strong of the romance, 

So rank knight-errant, as a real friend." 

And they are right. True friendship is romantic, to the 
men of the world — true affection is rortiantic — true re- 
ligion is romantic ; and if you were lo ask me wlio of all 
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powerful and popular wi iters in the cause of error liad 
vvrou3;ht most harm to their race, I should hesitate in 
reply whether to name Voltaire or Byron, or the last most 
ingenious ami most venomous of the degraded philoso* 
pliers of Germany, or rather Cervantes, for he cast 
scorn upon the holiest principles of humanity — he, of all 
men, most helped forward the terrible change in the sol- 
diers of Europe, from the spirit of Bayard to the spirit of 
Bonaparte*, helped to change loyalty into license, protec 
tion into plunder, truth into treachery, chivalry into sel- 
fishness ; and since his time, the purest impulses and the 
noblest purposes have perhaps been oftener stayed by the 
devil, under the name of Quixotism, than under any other 
base name or false allegation. 

Quixotism, or Utopianism : that is another of ihe devil's 
pet words. I believe the quiet admission which we are all 
of US so ready to make, that, because things have long 
been wrong, it is impossible they should ever be riglit, is 
cue of the most fatal sources of misery and crime" from 
which this world suffers. Whenever you hear a man dis- 
suading you from attempting to do well, on the ground 
that perfection is '■ Utopian,” beware of that man. Cast 
Ihe tvord out of your dictionary altogether. There is no 
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need for it. Things are either possible or impossible — you 
can easily determine which, in any given state of human 
science. If the tiling is impossible, you need not trouble 
vourselves about it ; if possible, try for it. It is very Uto* 
pian to hope for the entire doing away with drunkenness 
and misery out of the Canongate ; but the Utopianism is 
not our business — the work is. It is Utopian to hope to 
give every child in this kingdom the knowledge of God 
from its youth ; but the Utopianism is not our business — 
the work is. 

I have delayed you by the consideration of these two 
w’ords, only in the fear that they might be inaccurately 
applied to the plans I am going to lay before you ; for, 
though they were Utopian, and though they were romantic, 
they might be none the worse for that. But they aie 
neither. Utopian they are not; for they are merely a 
proposal to do again what has been done for hundreds oi 
years by people whose wealth and power were as nothing 
compared to ours and romantic they are not, in the 
sense of self-sacrificing or eminently virtuous, for they are 
merely the proposal to eaeV' of vou that he siiould live in 
a handsomer house than he does at present, by substituting 
a cheap mode of ornamentation for a costly one. \ ou 
perhaps fancied that architectural beauty was a very costly 
thing. Far from it. It is architectural ugliness that is 
cosUy. In the modern system of architecture, decoration 
is immoderately expensive, 1 ecause it is boll wrongly 
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placed and wrongly finished. I say first, wrongly placed 
Modern architects decorate the tops of their buildings. 
Mediaeval ones decorated the bottom.* That makes alj 


the difiereiice between seeing the ornament and not seeing 
it. If you bought some pictures to decorate such a room 
as this, where would you put them ? On a level with the 
eye, I suppose, or nearly so ? Not on a level with the 
chandelier? If you were determined to put them up 
there, round the cornice, it would be better for you not to 
buy them at all. You would merely throw your money 
away. And the fact is, that your money is being thrown 
away continually, by wholesale ; and while you are dis- 
suaded, on the ground of expense, from building beautiful 
windows and beautiful doors, you are continually made to 
pay for ornaments at the tops of your houses, which, for 
all the use they are of, might as well be in the moon. For 


instance, there is not, on the whole, a more studied piece 
of domestic architecture in Edinburgh than the street in 
which so many of your excellent physicians live— Rutland 
Street. I do not know if you have observed its architec- 
ture but if you will look at it to-morrow, you will see 
that a heavy and close balustrade is put all along the eaves 
of t e houses. Your physicians are not. I suppose, m the 
hah., of taking academic and meditative walks on the 
tools 0. their houses ; and, if not. this balustrade is alto- 


For farther oonfirmatioo 
cod of this lectore. 


of this statement, see the Addenda at tha 
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gether useless, — nor merely useless, for you a'UI find it 
runs directly in front of all the garret windows, thus inter- 
fering with their light, and blocking out their view of the 
street. All that the parapet is meant to do, is to give 
some finish to the facades, and the inhabitants have thus 
been made to pay a large sum for a piece of mere decora- 
tion. Whether it does finish the facades satisfactorily, or 
whether the physicians resident in the street, or their 
patients, are in anywise edified by the succession of pear- 
shaped knobs of stone on their housetops, I leave them 
to tell you, only do not fancy that the design, whatever its 

success, is an economical one. 

But this is a very slight waste of money, compared to 
the constant habit of putting careful sculpture at the lops 
of houses. A temple of luxury has just been built in 
London, for the army and navy club. It cost £40,000 
exclusive of purchase of ground. It has upon it an 
enormous quantity of sculpture, representing the gentle- 
men of the navy as little boys riding upon dolphins, and 
he gentlemen of the army— I couldn’t see as what— not 
nan anybody ; for all this sculpture is put up at the top of 
the house, where the gutter should be, under the cornice. 
I know that this was a Greek way of doing things. 1 
can’t help it : that does not make it a wise one. Greeks 
might be willing to pay for what they couldn’t see, bul 

Scotchmen and Englishmen shouldn’t. 

Not that the Greeks threw tlieir work away as we do 
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A.S far as I know Greek Imildings, their ornamental ion, 
though often bad, is always bold enough and large enough 
to be visible in its place. It is not putting ornament high 
that is wrong ; but it is cutting it too fine to be seen, 
wherever it is. This is the great modern mistake; you 
are actually at twice the cost which would produce an 
impressive ornament, to produce a contemptible one ; you 
increase the price of your buildings by one-luxlf, in order 
to mince their decoration into invisibility. Walk llirougl) 
your streets, and try to make out tlie ornaments on the 
upper parts of your fine buildings — (iberc are none at llie 
bottoms of them.) Don’t do it long, or you will all come 
home with inflamed eyes, but you will soon discover lliat 
you can see nothing but confusion in ornaments that have 
cost you ten or twelve shillings a foot. 

Now the Gothic builders placed their decoration on 
a precisely contrary principle, and on the only rational 
principle. All their best and most delicate work they put 
on the foundation of the building, close to the spectator, 
and on the upper parts of the walls they put ornaments 
large, bold, and capable of being plainly seen at the 
necessary distance. A single example w-ill enable you to 
understand this method of adaptation perfectly. 'J'he 
lower part of the facade of the cathedral of Lyons, built 
either late m the 13th or early in the 14th century, is 
decorated with a series of niches, filled by statues of con- 
Hderable size, which are supported upon pedestals within 
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about eiijht feet of the ground. In general, pedestals ol 

this kind are sn[)ported on some projecting portion of the 

basement ; but at Lyons, owing to other arrangements of 

the architecture into which 1 liave no time to enter, they 

are merely projecting tablets, or flat-bottomed brackets of 

stone, projecting from the wall. Each bracket is about a 

% 

foot and a lialf square, and is shaped thus {fig. 13.), show- 
ing to the spectator, as he walks beneath, the flat bottom 
of each bracket, quite in the shade, but within a couple of 
feet of the eye, and lighted by the reflected light from the 
oavement. Tlie whole of the surface of the wall round 
the great entrance is covered with bas-relief, as a matter 
of course ; but the architect appears to have been jealous 
of the smallest space which was well within the range of 


sight ; and the bottom of every bracket is decorated also 
nor that slightly, but decorated with no fevv'er than sia: 
figures each, besides a flower border, in a space, as I said, 
not quite afoot and a half square. The shape of the field 
ta be decorated being a kind of quatrefoil, as shown \njig. 
13., four small figures are placed, one in each foil, and 


two larger ones in the centre. I had only time, m passing 
through the town, to make a drawing of one of the angles 
of thlse pedestals; that sketch I have t^nlarged, in order 
that you may have some idea of the character of the 
sculpture. Here is the enlargement of it {flg 150- Now 
observe, this is one of the angles of the bottom of a 
pedestal, not two feet broad, on the outside of a Oothio 
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bailding; it contains only one of the four little figure? 
which form those angles ; and it shows you the head onlj 
of one of the larger figures in the centre. Yet just 
observe how much design, how much wonderful co.npo- 
silion, there is in this mere fragment of a building of the 
great times ; a fragment, literally no larger than a school- 
boy could strike off in wantonness with a stick : and yel 
I cannot tell you how much care has been spent — not sc 
much on the execution, for it does not lake much trouble 
to execute well on so small a scale — but on the desisn. of 
this minute fragment. You see it is composed of a branch 
of wild roses, which switches round at the angle, embrac- 
ing the minute figure of the bishop, and terminates in a 
spray reaching nearly to the head of the large figure. 
You will observe how beautifully that figure is thus 
pointed to by the spray of rose, and how all the leaves 
around it in the same manner are subservient to the grace 
of its action. Look, if I hide one line, or one rosebud, 
how the whole is injured, and how much there is to study 
in the detail of it. Look at this little diamond crow’n, 
with a lock of the hair escaping from beneath it ; and at 
the beautiful way in which the tiny leaf at a, is set in the 
angle to prevent its harshness ; and having examined this 
well, consider what a treasure of thought there is in a 
cathedral front, a hundred feet wide, every inch of which 
is wToughl with sculpture like this ! And every front of 
our thirteenth century cathedrals is inwrought with sculp 
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ture of this quality ! And yet you quietly allow your« 
selves to be told that the men who thus wrought were 
barbarians, and that your architects are wiser and bettei 
in covering your walls with sculpture of this kind {Jig. 14 
plate 8.). 

Walk round your Edinburgh buildings, and look at the 
height of youi eye, what you will get from them. Nothing 
but square-cut stone — square-cut stone — a wilderness of 
square-cut stone for ever and for ever ; so that your houses 
look like prisons, and truly are so; for the worst feature 
of Greek architecture is, indeed, not its costliness, but its 
tyranny. These square stones are not prisons of the body, 
but graves of the soul; for the very men who could do 
sculpture like this of Lyons for you are here ! still here, in 
your despised workmen : the race has not degenerated, it 
is you who have bound them down, and buried them be- 
neath your Greek stones. There would be a resurrection 
of them, as of renewed souls, if you would only lift the 
weight of these weary walls from off their hearts.* 

But I am leaving the point immediately in question, 
which, you will remember, was the proper adaptation of 
ornament to its distance from the eye I have given you 
one example of Gothic ornament, meant to be seen close ; 
now let me give you one of Gothic ornament intended to 
be seen far off. Here (Jg. 16.) is a sketch of t niche at 


• This subject is farther pursued in the Addenda at the end of tbli 
Lecture* 
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Amiens Cathedral, some fifty or sixty feet high on the 
fa9ade, and seven or eight feet wide. Now observe, in llic 
ornament close to the eye, you had six Jigures and a M hole 
wreath of roses in the space of a foot and a half square 
but in the ornament sixty feet from the eye, you have iiov« 
only ten or twelve large leaves in a space of eight feci 
square! and note also that now there is no attempt wliul 
soever at the refinement of line and finish of edge which 
there was in the other example. The sculptor know, that 
at the height of this niche, people would not attend to the 
delicate lines, and that the broad shadows would catch the 
eye instead. He has therefore left, as you see, rude square 
edges to his niche, and carved his leaves as massively and 
broadly as possible ; and yet, observe how dexterously he 
has given you a sense of delicacy and minuteness in the 
work, by mingling these small leaves among the large ones. 
I made this sketch from a photograph, and the spot in 
which these leaves occurred was obscure ; I have, there- 
fore, used those of the Oxalis acetosella, of which the 
quaint form is always interesting. 

And you see by this example also what I meant just now 
by saying, that our own ornament was not only wrongly 
placed, but wrongly finished. The very qualities which 
fa this leaf-decoration for due effect upon the eye, are 
those which would conduce to economy in its execution. A 
more expensive ornament wou.d be less effective ; and it 
IS the very price we pay for finishing our decorations which 
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spoils our architecture. And the curious thing is, that 
while you all appreciate, and that far loo highly, what is 
called “ the bold style” in painting, you cannot appreciate 
it in sculpture. You like a hurried, broad, dashing maLncr 
of execution in a watercolour drawing, though that may be 
seen as near as you choose, and yet you refuse i') admit 
the nobleness of a bold, simple, and dashing stroke of the 
hisel in work which is to be seen forty fathoms off. Be 
assured that “ handling” is as great a thing in marble as in 
paint, and that the power of producing a masterly effect 
with few touches is as essential in an architect as in a 
draughtsman, though indeed that power is never perfectly 
attained except by those who possess the power of giving 
the highest finish when there is occasion. 

But there is yet another and a weightier charge to be 
brought against our modern Pseudo-Greek ornamentation. 
It is, first, wrongly placed; secondly, wrongly finished; 
and, thirdly, utterly without meaning. Observe in these 
two Gothic ornaments, and in every other ornament that 
ever was carved in the great Gothic times, there is a defi 
nite aim at the representation of some natural object. In 
Jig. 1.^)- you have an exquisite group of rose-stems, with 
th°e flowers and buds; \n Jig. 16.. various wild weeds, 
especially the Geranium pratense ; in every case you have 
an approximation to a natural form, and an unceasing 
variety of suggestion. But how much of nature have you 
in your Greek bui'dings? I will show ytu, taking foi 
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an example ihe best you have lalelj built, ami, in doing 
so, 1 trust that nothing that I say will be thought to havo 
any personal purpose, and that the architect of the building 
in question will forgive me ; for it is just because it is a 
good example of the style that I think it more fair to use 
it lor an example. If the building were a bad one of the 
kind, it would not be a fair instance ; and I liope, there 
fore, that in speaking of the institution on the mound, just 
in progress, I shall be understood as meaning rather a 
compliment to its arcliitect than otherwise. It is not his 
fault that we force him to build in the Greek manner. 

Now, according to the orthodox practice in modern archi- 
tecture, the most delicate and minute pieces of sculpture 
on that building are at the very top of it, just under its 
gutter. You cannot see them in a dark day, and perliaps 
may never, to this hour, have noticed them at all. But 
there they are : sixty-six finished heads of lions, all ex 
actly the same ; and, therefore, I suppose, executed on 
some noble Greek type, too noble to allow any modest 
Modern to think of improving upon it. But whether exe 
culed on a Greek type or no, it is to be presumed that, as 
there are sixty-six of them alike, and on so important a 
building as that which is to contain your school of design, 
and which is the principal example of the Athenian style 
m modem Athens, there must be something especially 
admirable in them, and deserving your most attentive con 
lemplatioii. In order, therefore, that you might h: ve a 
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fair opportunity of estimating their beauty, [ was desirous 
of getting a sketch of a real lion's head to compare with 
them, and my friend Mr. Millais kindly offered to draw 
both the one and the other for me. You have not, how 
ever, at present, a lion in your zoological collection ; and 
it being, as you are probably aware, the first principle of 
Pre-Ilaphaelitism, as well as essential to my object in the 
present instance, that no drawing should be made except 
from nature itself, I was obliged to be content with a 
tiger’s head, which, however, will answer my pui pose just 
IS well, in enabling you to compare a piece of true, faith 
ful, and natural work with modern architectural sculpture 
Here, in the first place, is Mr. Millais’ drawing from the 
living beast {Jig- 17.), I have not the least fear but that 
you will at once acknowledge its truth and feel its power. 
Prepare yourselves next for the Grecian sublimity of the 
ideal beast, from the cornice of your schools of design. 
Behold it {fig- 19.). 

Now we call ourselves civilized and refined in matters 
of art, but I assure you it is seldom that, in the very basest 
and coarsest grotesc|ues of the inferior Gothic workmen, 
anything so contemptible as this head can be ever found 
‘They only sink into such a failure accidentally, and in a 
single instance ; and we, in our civilization, repeat this 
noble piece of work threescore and six times over, as r.ot 
being able to invent anything else so good ! Dc not think 
Mr Millais has caricatured it. It is drawn with the 
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Btrictest fi<lelity ; photograph one of the heads to-moirow 
and you will find the photograph tell you the same tale. 
Meither imagine that this is an unusual example of mo* 
dem work. Your banks and public offices are covcjed 
with ideal lions’ heads in every direction, and you will find 
them all just as bad as this. And, farther, note that the 
admission of such barbarous types of sculpture is not 
merely ridiculous ; it is seriously harmful to your powers 
of perceiving truth or beauty of any kind or at any time 
Imagine the effect on the minds of your children of having 
such representations of a lion’s head as this thrust upon 
them perpetually; and consider what a difTercnt effect 
might be produced upon them if, instead of this barren and 
insipid absurdity, every boss on your buildings were, ac- 
cording to the workman’s best ability, a faithful rendering 
of the form of some existing animal, so that all their walls 
were so many pages of natural history. And, finally, 
consider the difference, with respect to the mind of the 
workman himself, between being kept all nis life carving, 
by sixties, and forties, and thirties, repetitions of one false 
and futile model — and being sent, for every piece of work 
he had to execute, to make a stern and faithful study from 
some living creature of God. 

And this last consideration enables me to press this sub 
ject on you on far higher grounds than 1 have done yet, 

1 have hitherto appealed only to your national pride, ot 
to your common sense ; but surely I should treat a Scot 
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lish audience with indignity if I appealed not finally tc 
something higher than either of them — to their religious 
principles. 

You know how often it is difficult to be wisely chari 
table, to do good without multiplying the sources of evil 
^ ou know that to give alms is nothing unless you give 
thought also ; and that therefore it is written, not 
“ blessed is he that fcedeth the poor,” but, “ blessed is he 
that considerelh the poor.” And you know that a little 
thought and a little kindness arc often worth more than a 
great deal of money. 

Now this charity of thought is not merely to be exer* 
cised towards the poor ; it is to be exercised towards all 
men. There is assuredly no action of our social life, 
however unimportant, which, by kindly thought, may noi 
be made to have a beneficial influence upon others; and 
it is impossible to spend the smallest sum of money, for 
any not absolutely necessary purpose, without a grave 
responsibility attaching to the manner of spending it. The 
ol)ject we ourselves covet may, indeed, be desirable and 
liarmless, so far as we are concerned, but the providing 
us with it may, perhaps, be a very prejudicial occupation 
to some one else. And then it becomes instantly a moral 
question, whether we are to indulge ourselves or not. 
Whatever wc wish to buy, we ought first to consider not 
only if the thing be fit for us, but it the manuiactuio of il 
be a who esome and happy one ; and if, on the whoic, the 
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sum we are going lo spend will do as much good spent in 
this way as it would if spent in any other way. It may 
be said that we have not time to consider all this before 
we make a purchase. But no time could be spent in a 
more important duty ^ and God never imposes a dul} 
without giving the time to do it. Let us, however, only 
acknowledge the principle ; — once make up your mind tr 
allow the consideration of the effect of your purchases tc 
regulate the kind of your purchase, and you will soon 
easily find grounds enough to decide upon. The plea of 
Ignorance will never take away our responsibilities. It is 
written, “If thou sayost, Behold we knew it not; doth 
not he that pondereth the heart consider it ? and he that 
keepeth thy soul, doth not he know it ?” 

I could press this on you at length, but I hasten to 
apply the principle to the subject of art. I will do so 
broadly at first, and then come to architecture. Lnormous 
sums are spent annually by this country in what is called 
patronage of art, but in what is for the most part merely 
Imying what strikes our fancies. True and judicious 
patronage there is indeed ; many a work of art is bought 
by those who do not care for its possession, to assist the 
struggling artist, or relieve the unsuccessful one. But for 
the most part, I fear we are too much in the habit of 
buying simply what we like best, wholly irrespective of 
any good to be done, either to the artist or to the schools 
of the country Now let us remember, that every farthing 
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we ipend on objects of art has influence over mens minds 
and spirits, far more than over their bodies. By the 
purchase of every print which hangs on your walls, of 
every cup out of which you drink, and every table off 
which you eat your bread, you are educating a mass of 
men in one way or another. You are either employing 
them healthily or unwholesomely ; you are making then- 
lead happy or unhappy lives ; you are leading them to 
look at nature, and to love her — to think, to feel, to enjoy, 
—or you are blinding them to nature, and keeping them 
bound, like beasts of burden, in mechanical and monoto 
nous employments. We shall all be asked one day, why 
we did not think more of this. 

Well but, you will say, how can we decide what we 
ought to buy, but by our likings ? You would not have 
us buy what we don’t like ? No, but I would have you 
thoroughly sure that there is an absolute right and wrong 
in all art, and try to find out the right, and like that ; and, 
secondly, sometimes to sacrifice a careless preference or 
fancy, to what you know is for the good of your fellow- 
creatures. For instance, when you spend a guinea upon 
an engraving, what have you done ? You have paid a man 
for a certain number of hours to sit at a dirty table, in a 
dirty room, inhaling the fumes of nitric acid, stooping over 
a steel plate, on which, by the help of a magmfy'ng glass, 
he is, one by one, laboriously cutting out certaii notches 
and scratches, of which the effect is to be the copy of 
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finother man’s work. You cannot suppose you have done 
a very charitable thing in this ! On the other hand, when- 


ever you buy a small watercc lour drawing, you have 
employed a man happily and healthily, working in a clean 
room (if he likes), or more probably still, out in the pure 
country and fresh air, thinking about something, and 
learning something every moment ; not straining his eye- 
sight, nor breaking his back, but working in ease and 
happiness. Therefore if you can like a modest water 


colour better than an elaborate engraving, do. There 
may indeed be engravings which are worth the sulfering 
It costs to produce them ; but at all events, engravings of 
public dinners and laying of foundation stones, and such 
things, might be dispensed with. The engraving ought to 
be a first-rate picture of a first-rate subject to be worth 
buying. Farther, I know that many conscientious persons 
are desirous of encouraging art, but feel at the same time 
that their judgment is not certain enough to secure the.r 
choice of the best kind of art. To such persons I would 
now especially address myself, fully admitting the great- 
ness of their difficulty. It is not an easy thing to acguir’e 
n knowledge of painting , and it is by no means a desira- 
ble thing to encourage bad painting. One bad painter 
makes another, and one bad painting wiU often spoil a 
^ at many healthy judgments. I could name popular 
Pamters now Irvrng, who have retarded the taste of their 

4 
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generation by twenty years. Unless, therefore we are 
certain not merely that we like a painting, but that we are 
right in liking it, we should never buy it. For there is one 
way of spending money which is perfectly safe, and in 
which we may be absolutely sure of doing good. I mean, 
by paying for simple sculpture of natural objects, chiefly 
flowers and animals. You are aware that the possibilities 
of error in sculpture are much less than in painting; it is 
altogether an easier and simpler art, invariably attaining 
perfection long before painting, in the progress of a national 
mind. It may indeed be corrupted by false taste, oi 
thrown into erroneous forms ; but for the most part, the 
feebleness of a sculptor is shown in imperfection and rude- 
ness, rather than in definite error. He does not reach the 
fineness of the forms of nature ; but he approaches them 
truly up to a certain point, or, if not so, at all events an 
nonesl effort will continually improve him : so that if we 
set a simple natural form before him, and tell him to copy 
it, we are sure we have given him a wholesome and useful 
piece of education ; but if we told him to paint it, he 
might, with all the honesty in the world, paint it wrongly 

and falsely, to the end of his days. 

So much for the workman. But the workman is not 
the only person concerned. Observe farther, that when 
you buy a print, the enjoyment of it is confined to your 
self and to vour friends. But if you carve a pieco of stone 
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and pul It on the outside of your house, it wil give pleasure 
to every person who passes along the st eet— to cn innu 
merable multitude, instead of a few. 

Nay but, you say, we ourselves shall not be benefited 
by the sculpture on the outsides of our houses. Yes, you 
will, and in an extraordinary degree ; for, observe farlhei, 
that architecture differs from painting peculiarly in being 
an art of accwnulation. The prints bought by your friends 
and hung up in their houses, have no collateral effect 
with yours : they must be separately examined, and if 
ever they were hung side by side, they would rather injure 
than assist each other’s effect. But the sculpture on your 
friend’s house unites in effect with that on your own. 
The two houses form one grand mass— far grander than 
either separately; much more if a third be added— and a 


fourth ; much more if the whole street— if the whole city- 
join in the solemn harmony of sculpture. Your separate 
possessions of pictures and prints are to you as if you sang 
pieces of music with your single voices in your own houses. 
But your architecture would be as if you all sang tocrether 
in one mighty choir. In the separate picture, it rare 
that there exists any very high source of sublime emotion ; 
but the great concerted music of the streets of the city 
when turret rises over turret, and casement frowns beyond 
casement, and tower succeeds to tower along the farthest 
ndges of the inhabited hills.-this is a sublimity of which 
you can at present form no conception; and capable. I 
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believe, of exciting almost the deepest emotioL tfal art can 
ever strike from the bosoms of men. 

And justly the deepest : for it is a law of God and of 
nature, that your pleasures — as your virtues — shall be en- 
hanced by mutual aid. As, by joining hand in hand, you 
can sustain each other best, so, hand in hand, you can 
deliirht each other best. And there is indeed a charm and 
sacrcdness in street architecture which must be wanting 
even to that of the temple : it is a little thing for men to 
unite in the forms of a religious service, but it is much for 
them to unite, like true brethren, in the arts and offices of 
their daily lives. 

And now, I can conceive only of one objection as likely 
still to arise in your minds, which I must briefly meet 
Your pictures, and other smaller works of art, you can 
carry with you, wherever you live ; your house must be 
left behind. Indeed, I believe that the wandering habits 
which have now become almost necessary to our existence, 
lie more at the root of our bad architecture than any other 
character of modern times. We always look upon our 
houses as mere temporary lodgings. We are always 
noping to get larger and finer ones, or are forced, in some 
way or other, to live where we do not choose, and in con- 
tinual expectation of changing our place of abode. In the 
present state of society, this is in a great measure unavoida- 
ble ; bat let us remember it is an evil ; and that so far as il 
,> avoidable, it becomes our duty to check the impulse 
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It is not for me to lead you at present into any considera 
tion Df a matter so closely touching your private interests 
and feelings ; but it surely is a subject for serious lliought 
whetljcr it might not be belter for many of us, if, on at- 
taining a certain position in life, \vc determined, with God’s 
permission, to choose a home in which to live and die, — a 
liome not to be increased by adding stone to stone and 
field to field, but which, being enougli for all onr wishr.s 
at that period, we should resolve to be sati-sfied with for 
ever. Consider this ; and also, whether we ought not to 
be more in the habit of seeking honour from our descend- 
ants than our ancestors; thinking it better to be nobly 
remembered than nobly born; and striving so to live, that 
our sons, and our sons’ sons, for ages to come, might still 
lead their children reverently to the doors out of which w'e 
had been carried to the grave, saying, “ Look; This was 
his house : This was his chamber,” 

I believe that you can bring forward no other serious 
objection to the principles for which I am pleading. They 
are so simple, and, it seems to me, so incontrovertible, that 
I trust you will not leave this room without determining, 
as you have opportunity, to do something to advance this 
-ong-neglected art of domestic architecture. The reasons 
I have laid before you would have weight, even were I to 
ask you to go to some considerable expenditure beyond 
what you at present are accustomed to devote to such pur- 
poses ; but nothing more would be needed than the diver 
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flionof expenditures, at present scattered and unconsidered, 
into a single and efTective channel. Nay, the mere inter- 
est of the money which we are accustomed to keep dor ■ 
mant by us in the form of plate and jewellery, would 
alone be enough to sustain a school of magnificent archi 
lecture. And although, in highly wrought plate, and in 
finely designed jewellery, noble art may occasionally exist, 
yet in general both jewels and services of silver are mat- 
ters of ostentation, much more than sources of intellectual 
pleasure. There are also many evils connected with 
them — they are a care to their possessors, a temptation to 
the dishonest, and a trouble and bitterness to the poor. So 
that I cannot but think that part of the wealth which now 
lies buried in these doubtful luxuries, might most wisely 
and kindly be thrown into a form which would give per- 
petual pleasure, not to its possessor only, but to thousands 
besides, and neither tempt the unprincipled, nor inflame 
the envious, nor mortify the poor; while, supposing that 
your own dignity was dear to you, this, you may rely upon 
it, would be more impressed upon others by the nobleness 
of your house-walls than by the glistening of your side- 
boards. 

And even supposing that some additional expenditure 
it'cre required for this purpose, are we indeed so much 
poorer than our ancestors, that we cannot now, in all the 
power of Britain, afford to do what was done by every 
email republic, by every independent city, in tl e middlo 
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afifes, throughout France, Italy, and Germany? I anr. not 
aware of a vestige of domestic architecture, belonging (o 
the great medieeval periods, which, according to its mate- 
rial and character, is not richly decorated. But look here 
{Jig. 19.), look to what an extent decoration luis been car 
ried in the domestic edifices of a city, I suppose not much 
superior in importance, commercially speaking, to Man- 
chester, Liverpool, or Birmingham — namely, Rouen, in 
Normandy. This is ?Lgarrct window, still existing there, — 
a garret window built by William de Bourgtheroude in the 
early part of the 16th century. I show it to you, first, as 
a proof of what may be made of the features of domestic 

u ildin^ s we are apt to disdain ; and secondly, as another 
example of a beautiful use of the pointed arch, filled by 
the solid shield of stone, and enclosing a square casement. 
It is indeed a peculiarly rich and beautiful instance, but it 
IS a type of which many examples still exist in France, and 
of which many once existed in your own Scotland, of ruder 
work indeed, but admirable always in effect upon the out 
line of the building.* 

I do not, however, hope that you will often be able to go 
as far as this in decoration ; in fact I would rather recom 

• One of the most beautiful instonces I know of this kind of window is 

in th. anoient hooso of the Maxwells, „„ the estate of Sir John Maxwell 

of Polloo. 1 had not seen it when 1 gave this leeture, or I should have 

pref^ It, a. aa example, to that of Rouen, with reference to modem 
powibilities of imitatiou. 


4 * 
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mentl a simpler style to you, founded on earlier etamples 
but, if possible, aided by colour, intrcduced in various 
kinds of naturally coloured stones. I have observed thal 
your Scottish lapidaries have admirable taste and skill ir 
the disDOsition of the pebbles of your brooches and other 
ornaments of dress; and I have not the ieast doubt that 
the genius of your country would, if directed to this par- 
ticular style of architecture, produce works as beautiful as 
they would be thoroughly national. The Gothic of Flo- 
rence, which owes at least the half of its beauty to the 
art of inlaying, would furnish you with exquisite exam- 
ples ; its sculpture is indeed the most perfect which was 
ever produced by the Gothic schools ; but, besides this 
rich sculpture, all its flat surfaces are inlaid with coloured 
stones, much being done with a green serpentine, which 
forms the greater part of the coast of Genoa. You have, 
I believe, large beds of this rock in Scotland, and other 
stones besides, peculiarly Scottish, calculated to form as 
noble a school of colour as ever existed. 

And, now, I have but two things more to say to you in 

conclusion. 

Most of the lecturers whom you allow to address you, 
lay before you views of the sciences they profess, which 

• A series of four examples of designs for windows was exhibited at 
this point of the lecture, but I have not engraved them, as they were has 
lily made for the purposes of momentaiy illustration, ani are. not soch « 

I choose to publish or perpetuate. 
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are eillicr gcMicrally received, or incontrovertible, f coino 
before you at a disadvantage ; for I cannot conscientious!) 
tel] you anything about arcliilcclure but what is at van 
ance with all commonly received views upon the subject, 
I come before you, professedly to speak of things forgotten 
01 things disputed; and I lay before you, not accepted 
principles, but questions at issue. Of those questions you 
are to be the judges, and to you I appeal. You must not, 
when you leave this room, if you ft^ei doubtful of the truth 
of what I have said, refer yourselves to some architect of 
established reputation, and ask him whether I am right oi 
not. You might as well, had you lived in the 16th cen 
tury, have asked a Roman Catholic archbishop his opinion 
of the first reformer. I deny his jurisdiction ; I refuse his 
decision. I call upon you to be Bercans in archileclure, 
as you arc in religion, and to search into these things for 
yourselves. Remember that, however candid a man may 
be, It IS too much to expect of him, when his career in 
life has been successful, to turn suddenly on the highway, 
and to declare that all he has learned has been falL, and 
all he has done, worthless ; yet nothing less than such a 
declaration as this must be made by nearly every existing 
architect, before he admitted the truth of one word tliat t 
have said to you this evening. You must be prepared, 
therefore, to hear my opinions attacked with all the viru- 
ence of established interest, and all the pertinacity of 
confirmed prejudice ; you will hear them made the subject 
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of every species of satire and invective ; but one kind of 
opposition to them you will never hear; you will nevei 
hear them met by quiet, steady, rational argument; for 
that IS the one way in which they cannot be met. You 
will constantly hear me accused — you yourselves may be 
the first to accuse me — of presumption in speaking thus 
confidently against the established authority of ages 
Presumption ! Yes, if I had spoken on my own author 
ity ; but 1 have appealed to two incontrovertible and irre- 
fragable witnesses, — to the nature that is around you to 
the reason that is within you. And if you are willing in 
this matter to take the voice of authority against that of 
nature and of reason, take it in other things also. Take 
it in religion, as you do in architecture. It is not by a 
Scottish audience, — not by the descendants of the Re- 
former and the Covenanter— that I expected to be mel 
with a refusal to believe that the world might possibly 
have been wrong for three hundred years, in their ways ol 
carving stones and setting up of pillars, when they know 
that they were wrong for twelve hundred years, in their 
marking how the roads divided, that led to Hell and 

Heaven. 

You must expect at first that there will be difficulticf 
and inconsistencies in carrying out the new style; but 
they will soon be conquered if you attempt not too muen 
at once. Do not be afraid ?f ircongruities,— do not think 
of unities of effect. Introduce your Goth # line by Im? 
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and stone by stone; never mind mixing it with youi 
present architecture; your existing houses will be nDne 
the worse for having little bits of better work fitted t< 
them ; build a porch, or point a window, if you can do 
nothing else; and remember that it is the glory of Gothic 
f.rchitecture that it can do anything. Whatever you really 
and seriously want, Gothic will do for you ; but it must 
be an earnest want. It is its pride to accommodate itself 
to your needs ; and the one general law under which it acta 


is simply this,— find out what will make you comfortable, 
build that in the strongest and boldest way, and then set 
your fancy free in the decoration of it. Don’t do anything 
to imitate this cathedral or that, however beautiful. Do 


what is convenient; and if the form be a new one, so 

much the better ; then set your mason’s wits to work, to 

find out some new w'ay of treating it. Only be steadily 

determined that, even if you cannot get the best Gothic, 

at least you will have no Greek ; and in a few years’ time, 

-in less time than you could learn a new science or a 

new language thoroughly, -the whole art of your native 
country will be reanimated. 


And, now, lastly. When this shall be accomplished 
io not think it will make little d.lTerence to you, and that 
you will he little the happier, or little the better for it 
You have at present no conception, and can have none, 
ow much you would enjoy a truly beautiful architecture ; 
but 1 can gtve you a proof of it which none of you will be 
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able lo deny. You will all assuredly admit this principle 

— that whatever temporal things are spoken of in the Bihla 

as emblems of the highest spiritual blessings, must be 

good things in themselves. You would allow that bread, 

for instance, would not have been used as an emblem oi 

the word of life, unless it had been good, and necessary 

for man ; nor water used as the emblem of sanctification, 

Jiiless it also had been good and necessary for man. You 

will allow that oil, and honey, and balm are good, when 

David says, “ Let the righteous reprove me ; it shall be 

an excellent oil or, “ How sweet are thy words unto my 

taste; yea, sweeter than honey to my mouth;” or, when 

Jeremiah cries out in his weeping, “Is there no balm in 

(lilead? is there no physician there?” You. would admit 

at once that the man who said there was no taste in the 

literal honey, and no healing in the literal balm, must be 

of distorted judgment, since God had used them as emblems 

of spiritual sweetness and healing. And how, then, will 

you evade the conclusion, that there must be joy, and 

comfort, and instruction in the literal beauty of archi 

lecture, when God, descending in his utmost love to the 

distressed Jerusalem, and addressing to her his mosi 

precious and solemn promises, speaks to her in such 

words as these ; “ Oh, thou afflicted, tossed with tempest, 

and not comforted,”— What shall be done to her?— Whal 

brio-htest emblem of blessing will God set before her 
© 

“ Behold, I will lay thy stones with fav colours, and thv 
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foundations with sapphires; and I will make lliy w^ndaw.^ 
of agates, and thy gates of carbuncles, and all thy borders 
of pleasant stones.” Nor is this merely an emblem of 
spiritual blessing ; for that blessing is added in the con* 
eluding words, “ And all thy children shall be taught of 
the Lord, and great shall be the pence of thy cnildren.” 
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TO 

LECTURES I. AND II. 


The delivery of the foregoing lectures excited, as it n.ay 
je imagined, considerable indignation among the architects 
who happened to hear them, and elicited various attempts 
at reply. As it seemed to have been expected by the 
writers of these replies, that in two lectures, each of them 
lasting not much more than an hour, I should have been 
able completely to discuss the philosophy and history of 
the architecture of the world, besides meeting every 
objection, and reconciling every apparent contradiction, 
which might suggest itself to the minds of hearers with 
whom, probably, from first to last, I had not a single 
exactly correspondent idea, relating to the matleis under 
discussion, it seems unnecessary to notice any of them in 
oarticular. But as this volume may perhaps fall into the 
hands of readers who have not time to refer to t!ie workfl 
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in which my views have been expressed more at large, and 
as I shall now not be able to write or to say anything more 
about architecture for some time to come, it may be useful 
to state here, and explain in the shortest possible compass, 
the main gist of the propositions which I desire to maintaii: 
respecting that art ; and also to note and answer, once foj 
all, such arguments as are ordinarily used by the architects 
of the modern school to controvert these propositions. 
They may be reduced under six heads. 

1. That Gothic or Romanesque construction is noblci 
than Greek construction. 

2. That ornamentation is the principal part of archi* 
lecture. 

3. That ornamentation should be visible. 

4. That ornamentation should be natural. 

5. That ornamentation should be thoughtful. 

6. And that therefore Gothic ornamentation is nobler 
than Greek ornamentation, and Gothic architecture the 
only architecture which should now be built. 

Proposition 1st. — Gothic or Romanesque construction h 
nobler than Greek construction* That is to say, building 

• The constructive value of Gothic architecture is, however, far greatei 
than that of Romanesque, as the pointed arch is not only susceptible of 
HO infinito variety of forms and applications to the weight to be snstained 
but it possesses, in the outUae given to its masonry at its perfect periods,' 
the means of self-sustainment to a far greater degree than the round aroli 
I pointed out, for, I beUeve, the first time, the meaning and construoUvi 
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an arch, vault, or dome, is a nobler and more ingeniauB 
work than laying a flat stone or beam over the space to 
be covered It is, for instance, a nobler and more inge- 
nious thing to build an arched bridge over a stream, than 
to lay two pine-trunks across trom bank to bank ; and, in 
like manner, it is a nobler and more ingenious thing Ic 
build an arch over a window, door, or room, than to lay a 


single flat stone over the same space. 

No architects have ever attempted seriously to contro- 
vert this proposition. Sometimes, however, they say that 
“of two ways of doing a thing, the best and most perfect 
is not always to be adopted, for there may be particular 
reasons for employing an inferior one.” This I am per- 
fectly ready to grant, only let them show their reasons m 
each particular case. Sometimes also they say, that there 
is a charm in the simple construction which is lost in the 
scientific one. This I am also perfectly ready to grant 
There is a charm in Stonehenge which there is not n. 
Amiens Cathedral, and a charm in an Alpine pine bn ge 
„hich there is not in the Ponte della Trinita at Florence 
and, in general, a charm in savageness which there is not 

or ..,0 Goialc oosp, la page nS of .he hra. vo.ame of the ..S.oa^ 
of Venice.” That stalement vas flist denied, and t len a -cn 
Tf h, modern arehltee.s , and, considering how oflen 1 . has heen allege^ 

1,0. I have no prnCenf 

a ohnroh in Carlow of the prinoiple which I laid down m t e ye 
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ID science. But do not let it be said, theietore. tlial 
savageness is science. 

Proposition 2nd . — Ornamentation is the pmncipal part oj 
architecture. That is to say, the highest nobility of a 
building does not consist in its being well built, but in it.® 
being nobly sculptured or painted. 

This is always, and at the first hearing of it, v<;ry natu 
rally, considered one of my most heretical propositions. 
It is also one of the most important I have to maintain , 
and it must be permitted me to explain it at some length. 
The first thing to be required of a building — not, observe, 
the highest thing, but the first thing— is that it shall answer 
Its purposes completely, permanently, and at the smallest 
expense. If it is a house, it should be just of the size 
convenient for its owner, containing exactly the kind and 
number of rooms that he wants, with exactly the number 
of windows he wants, put in the places that he wants. If 
it is a church, it should be just large enough for its con- 
gregation, and of such shape and disposition as shall make 
them comfortable in it and let them hear well in it. If 
it be a public office, it should be so disposed as is most 
convenient for the clerks in their daily avocations ; and so 
on ; all this being utterly irrespective of external appear 
ance or aesthetic considerations of any kind, and all being 
done solidly, securely, and at the smallest necessary cost 
The sacrifice of any of these first requirements to ex 
temal appearance is a futility and absurdity. Rooms 
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must not lie darkened to make the ranges of windows 
symmetrical. Useless wings must not be nlded on one 
side to balance useful wings on the other, but the house 
built with one wing, if the owner has no need of two ; 
and so on. 

But observe, in doing all this, there is no High, or as it 
is commonly called, Fine Art, required at all. There ma) 
he much science, together with the lower form of art, o 
‘ handicraft,” but there is as yet no Fine Art, House 
building, on these terms, is no higher thing than ship 
building. It indeed will generally be found that the etli 
fice designed with this masculine reference to utility, wil 
have a charm about it, otherwise unattainable, just as i 
ship, constructed with simple reference to its service 
against powers of wind and wave, turns out one of the 
loveliest things that human hands produce. Still, we dc 
not, and properly do net, hold ship-building to be a fine 
art, nor preserve in our memories the names of immortal 
ship-builders ; neither, so long as the mere utility and 
constructive merit of the building are regarded, is archi 
lecture to be held a fine art, or are the names of architecti 
to be remembered immortally. For any one may at any 
lime be taught to build the ship, or (thus far) the house 
and there is nothing deserving of immortality in doing 

what any one may be taught to do. 

But when the liouse, or church, or other building is thus 

tar designed, and the forms of its dead walls and dead 
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roofs are up to this point determined, comes tlie divine 
part of the work — namely, to t\irn these dead walls into 
living ones. Only Deity, that is to say, those who are 
taught by Deity, can do that. 

And that is to be done by painting and sculpture, that 
is to say, by ornamentation. Ornamentation is tliercforc 
the principal part of architecture, considered as a subject 
of fine art. 

Now observe. It will at once follow from this prin- 
ciple, that a great architect unist be a great sculptor or 
painter. 

This is a universal law. No person who is not a great 
sculptor or painter can bo an architect. If he is not a 
sculptor or painter, he can only be a builder. 

The three greatest architects hitherto known in the 
world were Phidias, Giotto, and Michael Angelo ; with all 
of whom, architecture was only their play, sculpture and 
painting their work. All great works of architecture in 
existence are either the work of single sculptors or paint- 
ers. or of societies of sculptors and painters, acting col- 
lectively for a series of years. A Gothic cathedral is 
properly to be defined as a piece of tlic most magnificent 
associative sculpture, arranged on the noblest principles 
of building, for the service and delight of multitudes ; and 
the proper definition of architecture, as distinguished from 
sculpture, is merely “the art of designing sculpture for a 

particular place, and placing it there on the best prin- 
ciples of building.” 
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Hence it clearly follows, that in modem days we have 
no architects. The term “architecture” is not so much a? 
understood by us. I am very sorry to be compelled to the 
discourtesy of stating this fact, but a fact it is, and a fac' 
which it is necessary to state strongly. 

Hence also It will follow, that the first thing necessar’k 
to the possession of a school of architecture is the forma 
tion of a school of able sculptors, and that till we have 
that, nothing we do can be called architecture at all. 

This, then, being my second proposition, the so-called 
“ architects” of the day, as the reader will imagine, are 
not willing to admit it, or to admit any statement which 
at all involves it ; and every statement, tending in this 
direction, which I have hitherto made, has of course been 
met by eager opposition ; opposition which perhaps would 
have been still more energetic, but that architects have 
not, I think, till lately, been quite aware of the lengths to 
which I was prepared to carry the principle. 

The arguments, or assertions, which they generally ein 
ploy against this second proposition and its consequences, 
are the following. 

First. That the true nobility of architecture consists, 
not in decoration (or sculpture), but in the “ disposition of 
masses,” and that architecture is, in fact, the “ art of pro- 
portion.” 

Tt is difficult to overstate the enormity of the ignorarce 
which this popular statement implies. For the fact is. 
that all art. and all nature, depend on the “disposition of 
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masses.” Painting, sculpture, music, and poetry, depend 
all equally on the “ proportion,” whether of colours 
stones, notes, or words. Proportion is a principle, not of 
architecture, but of existence. It is by the laws of pro 
portion that stars shine, that mountains stand, and rivers 
flow. Man can hardly perform any act of his life, can 
hardly utter two words of innocent speech, or move his 
hand in accordance with those words, without involving 
some reference^ whether taught or instinctive, to the laws 
of proportion. And in the fine arts, it is impossible to 
move a single, step, or to execute the smallest and 
simplest piece of work, without involving all those laws 
of proportion in their full complexity. To arrange (by 
invention) the folds of a piece of drapery, or dispose the 
locks of hair on the head of a statue, requires as much 
Bense and knowledge of the laws of proportion, as to 
dispose the masses of a cathedral. The one are indeed 
smaller than the other, but the relations between 1, 2, 4 , 
and 8, are precisely the same as the relations between 6^ 
12, 24, and 48. So that the as.sertion that “architecture 
IS par ea^cellcnce the art of proportion,” could never be 
made except by persons who' know nothing of art in 
general ; and, in fact, never w made except by those 
architects, who. not being artists, fancy lliat the one pool 
«sthet.c principle of which they .re cognizant is the 
whole of art. They find that the “disposition of masses’- 
IS the only thing of importance in the art with which they 
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are acquainted, and fancy therefore that it is peculiar to 
that art ; whereas the fact is, that all great art begins ex 
aclly where theirs ends, with the ‘disposition of masses.’’ 
The assertion that Greek architecture, as opposed to 
Gothic architecture, is the “ architecture of proportion,” 
IS another of the results of the same broad ignorance 
First, it is a calumny of the old Greek style itself, which, 
like every other good architecture that ever existed, de* 
pends more on its grand figure sculpture, than on its pro« 
portions of parts ; so that to copy the form of the Parthe- 
non without its friezes and frontal statuary, is like copying 
the figure of a human being without its eyes and mouth ; 
and, ill the second place, so far as modern pseudo-Greek 
work docs depend on its proportions more than Gothic 
work, it does so, not because it is better proportioned, but 
because it has nothing but proportion to depend upon. 
Gesture is in like manner of more importance to a panto- 
mime actor than to a tragedian, not because his gesture is 
more refined, but because he has no tongue. And the pro- 
portions of our common Greek work are important to it 
undoubtedly, but not because they are or ever can be more 
subtle than Gothic proportion, but because that work has 
no sculpture, nor colour, nor imagination, nor sacredness, 
nor any other quality whatsoever in it, but ratios o 
measures. And it is difficult to express with sufficient 
force the absurdity of the supposition that there is more 
room for refinements of proportion in the relations of seren 




AKI) PAINTING. 


y? 


Of eight equal pillars, with the triangular end of a rool 
above them, than between tlie shafts, and buttresses, and 
porcnes, and pinnacles, and vaultings, and towers, and all 
other doubly and trebly multiplied magnificences of mem- 
bership w'hich form the framework of a Gothic temple. 

Second Reply. — It is often said, with some appearance 
of plausibility, that I dwell in all my wnlings on little 
things and contemptible details ; and not on essential and 
large things. Now, in the first place, as soon as our ar- 
chitects become capable of doing and managing little and 
contemptible things, it will be time to talk about larger 
ones ; at present I do not see that they can design so much 
as a niche or a bracket, and therefore they need not as yet 
think about anything larger. For although, as both just 
now, and always, I have said, there is as much science of 
arrangement needed in the designing of a small gmup of 
parts as of a large one, yet assuredly designing the larger 
one is not the easier work of the two. For the eye and 
mind can embrace the smaller object more completely, and 
if the powers of conception are feeble, they get embar 
rassed by the inferior members which fall within the divi- 
sions of the larger desigr..* So that, of course, the best 

• Thus, in Fpeaking of Pugin’s designs. I said, « Expect no oatheilmlB 
of him ; but no one, at present, can design a better finial. though he will 
never design even a fiuial. perfectly.” But even this I said less with re- 
ference to powers of arrangement, than to o.aterials of fancy ; for many 
tren have stone enough to last them thiough a bo* or a bracket, but not 
to iMt them through a church front. 
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way is to begin with the smaller features ; for most assur’ 
edly, those who cannot design small ihinffs carmot desigr 
large ones ; and yet, on the other hand, whoever can de* 
sign small things pe;/ec%, can design whatever he chooses 
The man who, without copying, and by his own true ant] 
original power, can arrange a cluster of rose-leaves nobly, 
can design anything. He may fail from want of taste or 
feeling, but not from want of power. 

And the real reason why architects are so eager in pro 
testing against my close examination of details, is sim- 
ply that they know they dare not meet me on that 
ground. Being, as I have said, in reality not architects, but 
builders, they can indeed raise a large building, with 
copied ornaments, which, being huge and white, they hope 
the public may pronounce “ handsome.” But they cannot 
design a cluster of oak-leaves— no. nor a single human 
figure — no, nor so much as a beast, or a bird, or a bird s 
nest ! Let them first learn to invent as much as will fill a 
quatrefoil, or point a pinnacle, and then it will be time 
enough to reason with them on the principles of the sub- 


lime. 

But farther. The things that I have dwelt upon 
examining buildings, though often their least parts, are 
always in reality their principal parts. That is t e pnr^ 
cipal part of a building in which its mind is contained and 
that, as I have lust shown, is i.s sculpture and pamtin, 

I do with a building as 1 do with a man, watch the eyi 
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and the lips ; when they are bright and eloquent, the furm 
of the body is of little consequence 

Whatever other objections have been made to this second 
proposition, arise, as far as I remember, merely from u 
confusion of the idea of essenlialness or primariness with 
the idea of nobleness. The essential thing in a building. 

its^irs^ virtue, is that it be strongly built, and fit for 
Its uses. The noblest thing in a building, and its highest 
virtue, is that it be nobly sculptured or painted.* 

One or two important corollaries yet remain to be staled 
[t has just been said that to sacrifice tlie convenience of a 
building to its external appearance is a futility and absurdity, 
and that convenience and stability are to be attained at the 
smallest cost. But when that convenience has been 
attained, the adding the noble characters of life by painting 
and sculpture, is a work in which all possible cost may be 
wisely admitted. There is great difficulty in fully explain- 
ing the various bearings of this proposition, so as to do 
away with the chances of its being erroneously understood 
and applied. For although, in the first designing of the 
building, nothing is to be admitted but what is waiUed. and 
no useless wings are to be added to balance useful ones, 
yet m Its ultimate designing, when its sculpture and coloui 
ecome precious, it may be that actual room is wanted to 
isplay them, or richer symmetry wanted to deserve them, 

ooursn I osa the term painting as including every mode of app.yuj 
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ani in such cases even a useless waL may be built to beat 
the sculp. ure, as at San Michele of Lucca, or a useless 
portion added to complete the cadences, as at St. Mark’s 
of Venice, or useless height admitted in order to increase 
the impressiveness, as in nearly every noble building in 
the world. But the right to do this is dependent upon the 
actual pw'pose of the building becoming no longer one of 
utility merely; as the purpose of a cathedral is not so 
much to shelter the congregation as to awe them. In such 
cases even some sacrifice of convenience may occasionally 
be admitted, as in the case of certain forms of pillared 
cliurches. But for the most part, the great law is, con- 
venience first, and then the noblest decoration possible; 
and this is peculiarly the case in domestic buildings, and 
such public ones as are constantly to be used for practical 
purposes 

Proposition 3rd.— O/'no/nenfflrioTi should be visible. 

The reader may imagine this to be an indisputable 
position ; but, practically, it is one of the last which 
modern architects are likely to admit: for it involves 
much more than appears at first sight. To render orn.- 
mentation, with all its qualities, clearly and entirely visible 
in Its appointed place on the building, requires a know- 
ledge of effict and a power of design which few even of 
the^best artists possess, and which modern architects, so 
far from possessing, do not so much as coinprenend the 
osUtence of. But, without dwelling on this highest 
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manner of rendering ornament “ visible,” I desire only at 
present to convince the reader thoroughly of the main 
fact asserted in the text, that while modem builders 
decorate the tops of buildings, mediseval builders decorated 
the bott''m. So singular is the ignorance yet prevailing 
of the first principles of Gothic architecture, that J saw 
Ihis assertion marked with notes of interrogation in several 
of the reports of these Lectures ; although, at Edinburgh. 
It was only necessary for those who doubted it to have 
walked to Holyrood Chapel, in order to convince them 
selves of the truth of it, so far as their own city was 
concerned; and although, most assuredly, the cathedraU 
of Europe have now been drawn often enough to establish 
the very simple fact that their best sculpture is in theii 
porches, not in their steeples. However, as this great 
Gothic principle seems yet unacknowledged, let me state it 
here, once for all, namely, that the whole building is 
decorated, m all pure and fine examples, with the most 
exactly studied respect to the powers of the eye ; the 
richest and most delicate sculpture being put on the walla 
of the porches, or on the facade of the building, just high 
enough above the ground to secure it from accidental, (not 
from wanton*) injury The decoration, as it rises, becomes 


-Nothing is more notable in good Gothic than the confidence of its 
budders in the respect of the people for their work. A great school 

rwoTdt' "T « 

rbose only pleasure would be iu defioing it ^ 
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always bolder, and in the buildings of the greatest times 
generally simpler. Thus at San Zeno, and the duomo ol 
Verona, the only delicate decorations are on the porches 
and lower walls of the fa9ades, the rest of the buildings 
being left comparatively plain ; in the ducal palace of 
Venice the only very careful work is in the lowest capitals; 
and so also the richness of the work diminishes upwards 
in the transepts of Rouen, and fa^^des of Bayeux, Rheims 
Amiens, Abbeville,* I^yons, and Notre Dame of Paris 
But in the middle and later Gothic the tendency is to 
produce an equal richness of effect over the whole building, 
or even to increase tlie richness towards the top: but this 
is done so skilfully that no fine work is wasted : and when 
the spectator ascends to the higher points of the building, 
which he thought were of the most consummate delicacy, 
he finds them Herculean in strength and rough-hemi in 
style, the really delicate work being all put at the base. 
The general treatment of Romanesque work is to increase 
the nuTnber of arches at the top, which at once enriches 
and lightens the mass, and to put the finest sculpture 
of the arches at the bottom. In towers of all kinds and 
periods the effective enrichment is towards the top, and 
most rightly, since their dignity is m their height ; but 
ilKiy are never made the recipients of fine sc ilpture, with, 

' . The church at AbbcvUlc is late aamboyant, but well fleserres, for ths 
exquisite beauty of iU porches, to be named even with the great worln 

of tf»e thirteenth century. 
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as far as I know, the single exception of Giotto’s cam 
panile, which indeed has fine sculpture, but it is at Oif 
bottom. 

The facade of Wells Cathedral seems to b(. an exception 

to the general rule, in having its principal decoration at 

(he top ; but it is on a scale of perfect power and eflec 

tiveness ; while in the base modern Gothic of Milan 

Cathedral the statues are cut delicately everywhere, and 

the builders think it a merit llial the visitor n\ ist climb to 

the roof before he can see them; and our modern Greek 

and Italian architecture reaches the utmost pitch of 

absurdity by placing its fine work at the top only. So that 

the general condition of the thing may be stated boldly, as 

in the text : the principal ornaments of Gotliic buildings 

being in their porches, and of modern buildings, in their 
parapets. 

Proposition 4th. — Oinamentation should be natural, 

that is to say, should in some degree express or adopt the 
beauty of natural objects. This law, together with its 
ultimate reason, is expressed in the statement given in the 

Stones of Venice,” voL i. p. 213. . » All noble ornament 
is the expression of man’s delight in God’s work.” 

Observe, it does not hence follow that it should be an 
exact imitation of, or endeavour in anywise to supersede, 
God’s work. It may consist only in a partial adoption of, 
and comp. iance with, the usual forms of natural things, 
without at all going to the point of imitation ; and it is 
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possible that the point of imitation may be closely reached 
by ornaments, which nevertheless are entirely unfit fo^ 
their place, and are the signs only of a degraded ambitior 
and an ignorant dexterity. Bad decorators err as easily 
on the side of imitating nature, as of , forgetting her; and 
the question of the exact degree in which imitation should 
be attempted under given circumstances, is one of the 
most subtle and difficult in the whole range of criticism. 
I have elsewhere examined it at some length, and have yet 
much to say about it ; but here I can only state briefly 
that the nTodes in which ornamentation ought to fall short 
of pure representation or imitation are in the main three, 
namely,— 

A. Conventionalism by cause of colour. 

B. Conventionalism by cause of inferiority. 

C. Conventionalism by cause of means. 

A, Conventionalism by cause of colour. — Abstract 
colour is not an imitation of nature, but is nature itself ■ 
that is to say, the pleasure taken in blue or red, as such, 
considered as hues merely, is the same, so long as the 
brilliancy of the hue is equal, whether it be produced 
by the chemistry of man, or the chemistry of dowers, ot 
the chemistry of sk.es. We deal with colour as with 
sound— so far ruling the power of the light, as we rule the 
power of the air, producing beauty not necessarily imita- 
tive, but sufficient in itself, so that, wherever colour is 
introduced, ornamentation may cease to represent natura 
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objects, and may consist in mere spots, or bands, or 
flamings, or any other condition of arrangement favoural)!? 
to the colour. 

B. Conventionalism by cause of inferiority. — In general, 
ornamentation is set upon certain services, subjected to 
certain systems, and confined within certain limits ; so 
that its forms require to be lowered or limited in accord- 
ance with the required relations. It cannot be allowed to 
assume the free outlines, or to rise to the perfection of 
imitation. Whole banks of flowers, for instance, cannot 
be carved on cathedral fronts, but only narrow tnouldings 
having some of the characters of banks of flowers. Also, 
some ornaments require to be subdued in value, that they 
may not interfere with the efTect of others ; and all these 
necessary infertoHlies are attained by means of deparlini! 
from natural forms— it being an established law of human 
admiration that what is most representative of nature 
shall, c<Bteris paribus^ be most attractive. 

All the various kinds of ornamentation, consisting of 
spots, points, twisted bands, abstract curves, and other 
.such, owe their peculiar character to this conventionalism 
“by cause of inferiority.” 

C. Conventionalism by cause of means.— In every 
branch of art, only so much imitation of nature is to be 
admitted as is consistent with the ease of the workman 
and the capacities of the material. Whatever short- 
comings are appointed (for they are more than permitted, 
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they are in such cases appointed, and nr.entorious) or 
account of the untractableness of the material, come undei 
the head of “ conventionalism by cause of means.” 

'I'hese conventionalities, then, being duly understood 

and accepted, in modification of the general law', that law 

will be, that the glory of all ornamentation consists in the 

adoption or imitation of the beauties of natural objects, and 

that no work can be of hii^h value which is not full of this 

beauty. To this fourth proposition, modern architects 

have not ventured to make any serious resistance. On 

. the contrary, they seem to be, little by little, gliding into 

an obscure perception ol the fact, that architecture, in 

most periods of the world, had sculpture upon it, and that 

the said sculpture generally did represent something 

intelligible. For instance, we find Mr. Huggins, of 

Liverpool, lately lecturing upon architecture “in its 

elations to nature and the intellect,”* and gravely inform* 

ing his hearers, that “ in the middle ages, angels were 

' human figures that “some of the richest ornaments of 

Solomon’s temple were imitated from the palm and pome- 

granate,” and that “ the Greeks followed the example of 

the Egyptians in selecting their ornaments from iheplanU 

af their own country.” It is to be presumed that the 

lecturer .las never been in the Elgin or Egyptian room of 

the British Museum, or it might have occurred to luni 

that the Egyptians and Greeks sometimes a bo selec'cd 

- • See the “ Buiiaer,” for January 12, 1864. 

h 
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their ornaments from the men of thoir own country But 
vve must not expect too much illumination at once ; and 
as we are told that, in conclusion, Mr. Huggins glanced at 
“ tlie error pf architects in neglecting the fountain of 
wisdom thus open to them in nature,” wc may expect in 
due time large results from the discovery of a source of 
wisdom so unimagined. 

Proposition 5th. — Ornamentation should be thoughtful. 
That is to say, whenever you put a chisel or a pencil into 
a man’s hand for the purpose of enabling him to produce 
beauty, you are to expect of him that he will think about 
what he is doing, and feel sometliing about it, and that 
the expression of this thought or feeling will be the most 
noble quality in what he produces with his chisel or brush, 
inasmuch as the power of thinking and feeling is the most 
noble thing in man. It will hence follow that as men do 
not commonly think the same thoughts twice, you are not 
to require of them that they shall do the same thing twice. 
You are to expect another and a different thought of them, 
as soon as one thought has been well expressed. 

Hence, therefore, it follows also that all noble orna- 
mentation is perpetually varied ornamentation, and tha! 
the moment you find ornamentation unchanging, you may 
know that it is of a degraded kind or degraded school 
To this law, the only exceptions arise out of the uses of 
monotony, as a contrast to a change. Many subordinate 
architectural mouldings are severely aUke m their various 
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parts (though never unless they are thoroughly subor 
dinate, for monotony is always deathful according to the 
degiee of it), in order to set olT change in others ; and a 
certain monotony or similarity must be introduced among 
the most chanceful ornaments in order to enhance anti 
exhibit their own changes 

The truth of this proposition is self-evident ; for no art 
can be noble which is incapable of expressing thought, and 
no art is capable of expressing thought which does not 
change To require of an artist that he should always re- 
produce the same picture, would be not one whit more 
base than to require of a carver that he should always re- 
produce the same sculpture. 

The principle is perfectly clear and altogether incontro- 
vertible, Apply it to modern Greek architecture, ant) 
that architecture must cease to exist ; for it depends abso 
lutely on copyism. 

The sixth proposition above staled, that Gothic oma- 
mentation is nobler than Greek ornamentation, &c., is there- 
fore sufficiently proved by the acceptance of this one prin- 
ciple, no less important than unassailable. Of all that 1 
have to bring forward respecting architecture, this is the 
one I have most at heart; for on the acceptance of this 
depends the determination whether the workman shall he a 
living, progressive, and happy human being, or whether he 
[ shairbe a mere machine, with its valves smoothed hy hearl’j 

1 olood instead of oil,— the most pitiable form of s ave 

! 
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A.nd It is with especial reference to the denial of this 
principle in modern and renaissance architecture, that 1 
speak of that architecture with a bitterness which appear:* 
to many readers extreme, while in reality, so far from 
exaggerating, I have not grasp enough of thcmght to em- 
brace, the evils w’hich have resulted among all the orders 
of European society from the introduction of the renais 
sance schools of building, in turning away the eyes of the 
beholder from natural beauty, and reducing the workman 
to the level of a machine. In the Gothic times, writing, 
painting, carving, casting, — it mattered not what, — were 
all works done by thoughtful and happy men ; and the 
illumination of the volume, and the carving and casting 
of wall and gate, employed, not thousands, but millions, 
of true and noble artists over all Christian lands. Men in 
the same position are now left utterly without intellectual 
power or pursuit, and, being unhappy in their work, they 
rebel against it ; hence one of the worst forms of Unchris* 
tian Socialism. So again, there being now no nature oi 
variety in architecture, the multitude are not interested in 
it ; therefore, for the present, they have lost their taste for 
art altogether, so that you can no longer trust sculpture 
within their reach. Consider the innumerable forms of 
evil involved in the temper and taste of the existing popu- 
lace of London or Paris, as compared with the temper of 
the populace of Florence, when the quarter of Santa 
Maria Novella received its title of “Joyful Quarter,” from 
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the rejoicings of the multitude at gellirg a new pict.ir( 
into their church, better than the old ones ; — all this differ- 
ence being exclusively chargeable on the renaissance archi- 
tecture. And then, farther, if we remember, not only th< 
revolutionary ravage of sacred architecture, but the im- 
measurably greater destruction effected by the renaissance 
builders and their satellites, wherever they came, destruc- 
tion so wide-spread that there is not a town in France oi 
Italy but it has to deplore the deliberate overthrow of more 
than half its noblest monuments, in order to put up Greek 
porticoes or palaces in their stead ; adding also all the 
blame of the ignorance of the meaner kind of men, oper- 
ating in thousands of miserable abuses upon the frescoes, 
books, and pictures, as the architects’ hammers did on the 
carved work, of the Middle Ages* ; and, finally, if we ex- 

• Notbiog appears to me much more wonderful, than the remorseless way 
in which the educated ignorance, even of the present day, will sweep away 
an ancient monument, if its preservation be not absolutely consistent with 
Immediate convenience or economy. Putting aside all antiquarian con- 
sidci-ations, and all artistical ones, I wish that people would only considci 
th« stupe, and the weight of the following very simple argument. Tou 
allow it is wrong tc waste time, that is, your own time ; but then it must 
be still more wrong to waste other people's ; for you have some right lo 
your own time, but none to theirs. Well, then, if it is thus wrong to waste 
the time of the living, it must be still more wrong lo waste the time of 
tbf dead ; for the living can redeem their time, the dead cannot But yoa 
waste the best of the time of the dead when you destroy the works they 
have lea you ; for to those works they gave the best of their time, intend 

lag them for immortality. 
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amine the influence which the luxury, and, still more, the 
heathenism, joined with the essential dulness of these 
schools, have had on the upper classes of society, it will 
ultimately be found that no expressions are energetic 
enough to describe, nor broad enough to embrace, the 
enormous moral evils w’hich have risen from them. 

I omitted, in preparing the preceding lecture for tli€ 
press, a passage referring to this subject, because it 
appeared to me, in its place, hardly explained by pre- 
ceding statements. But I give it here unaltered, as lieing, 
in sober earnest, but too weak to characterise the tenden- 
cies of the “ accursed” architecture of which it speaks. 

“ Accursed, I call it, w'ith deliberate purpose. It 
needed but the gathering up of a Babylonish garment 

trouble Israel ; — these marble garments of the ancient 
idols of the Gentiles, how many have they troubled 
Gathered out of their ruins by the second Babylon, — 
gathered by the Papal Church in the extremity of her 
sin ; — raised up by her, not when she was sending forth 
her champions to preach in the highway, and pine in the 
desert, and perish in the fire, but in the very scarlet fruit- 
age and fulness of her guilt, w'hen her priests vested them- 
selves not with purple only, but with blood, and bade tbo 
cups of their feasting foam not with wine only, but with 
hemlock raised by the hands of the Leos and the 
Borgias, raised first into that mighty temple where the 
seven hills slope to the Tiber, that marks I v its massy 
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dome the central spot, where Rome has reversed thf 
words of Christ, and, as He vivified the stone to the 
apostleship, she petrifies the aposlleship into the stumbling 
stone ; — exalted there first as if to mark w’hat work it ha-* 
to do, it went forth to paralyse or to pollute, and wherevtt 
t came, the lustre faded from the streets of our cities, the 
grey towers and glorious arches of our abbeys fell by the 
river sides, the love of nature w’as uprooted from Ihn 
hearts of men, base luxuries and cruel formalisms were 
festered and frozen into them from tlieir youth ; and at 
last, where, from his fair Gothic chapel beside the Seine, 
the king St. Louis had gone forth, followed by his thou- 
sands in the cause of Christ, another king was dragged 
forth from the gates of his Renaissance palace,* to die by 
the hands of the thousands of his people gathered in 


* The character of Renaissance architecture, and the spirit which Jicta 
ted its adoption, may be remembered as having been centre*! and symbolized 
in the palace of Versailles : whose site was chosen by Louis the Fourteenth, 
iu order that from thence he might not see St. Denis, the burial place of 
his fumily. The cost of the palace in 27 years is stated in the “Builder” 
for March 18th of thU year, to have been 3.24(i,i)0y/. money of that period, 
equal to about seven millions now (900,000/. having been expended iu the 
year 168C alone). The building is thus notably illustrative of the ‘wc 
feelings which were stated in the ‘Stones of Venice,” to lie peculiarly 
characteristic of the Renaissance spirit, the Pride of State snd Fear of 
Death. Compare the horror of Louis the Fourteenth at tbo sight of tlic 
tower of St. Denis, wUh the feeling which prompted the Scaligeri at Veroi l 
to set their tembs within aftecn feet of their palace walls. 
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another crusade ; or what shall that be called — whose 
sign was not the cross, but the guillotine 

I have not space here to pursue the subject farthei 
nor shall I be able to write anything more respeciins 
architecture for some time to come. But in the mean- 
while, I would most earnestly desire to leave with ibe 
reader this one subject of thought — “ The Life of the 
Workman'^ For it is singular, and far more than singular, 
that among ail the writers who have alt(*mi>t<Ml to examine 
the principles stated in the “Slones of Venice,” not one' 
has as yet made a single comment on what was precisely 
and accurately the most important chapter in the whole 
book; namely, the description of the nature of Gothic 
architecture, as involving the liberty of the workman (vol 
ii. ch. vi.). I had hoped that whatever might be ibo 
prejudices of modern architects, there would have been 
found some among them quicksighted enough to see the 
bearings of this principle, and generous enough to support 
it. There has hitherto stood forward not one. 

But my purpose must at last be accomplished for all 
this. The labourer among the gravestones of our modern 
architecture must yet be raised up. and become a living 
soul. Before he can be thus raised, the whole system of 
fircek architecture, as practised in the present day. must 


• An article in Fraser’s Magazine, which has appeared since these aheeU 
wero sent to press, forma « solitary exception 
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be annihilated; but it will be annihilated, and .hat speed* 
ily For truth and judgment are its declared opposites 
and against these nothing ever finally prevailed, or shall 
prevail. 
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TURNER, AND HI8 WORKS. 

My otject this evening is not so much to g,\e you any 
account of the works or the genius of the great paintei 
whom we have so lately lost (which it would require rathei 
a year than an hour to do), as to give you some idea of 
the position which his works hold with respect to the land- 
scape of other periods, and of the general condition and 
prospects of the landscape art of the present day. 1 will 
not lose time in prefatory remarks, as I have little enough 
at any rate, but will enter abruptly on my subject. 

You are all of you well aware that landscape seems 
hardly to have exercised any strong influence, as such, on 
any pagan nation, or pagan artist. I have no time to enter 
mto any details on this, of course, most intricate and diffi. 
cult subject ; but I will only ask you to observe, that 
whe^ver naturid scenery is alluded to by the ancients, i, 
either agneulturally, with the kind of feelino- that a 

shade, cool wmds or sweet scents , fearfully, in , 
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mere vulgar dread of rocks and desolate places, as com* 
pared with the comfort of cities ; or, finally, superstitiously 
in the personification or deification of natural powers 
generally with much degradation of their impressiveness, 
as in the paltry fables of Ulysses receiving the winds m 
bags from iEolus, and of the Cyclops hammering lightning 
sharp at the ends, on an anvil.* Of course you will here 
and there find feeble evidences of a higher sensibility, 
chiefly, I think, in Plato, iEschylus, Aristophanes, and 
Virgil. Homer, though in the epithets he applies to land 
scape always thoroughly graphic, uses the same epithet for 
rocks, seas, and trees, from one end of his poem to the 
other, evidently without the smallest interest in anything 
of the kind ; and in the mass of heathen writers, the 
absence of sensation on these subjects is singularly painful 
For instance, in that, to my mind, most disgusting of all 
so-called poems, the joui-ney to Brundusium, you remember 
that Horace lakes exactly as much interest in the scenery 
he is passing through, as Sancho Panza would have done. 

You will find, on the other hand, that the language oi 

• Of course I do not mean bj^ calling these fables “paltry,” to dispute 
their neatness, ingennity. or moral depth ; but only their want of appro- 
hcnslon of the extent and awfiilness of the phenomena introdneed. Sc 
also, in denying Homer’s interest in nature, I do not mean to deny hi* 
accuracy of observation, or hia power of seizing on the main points ol 
landscape, but I deny the power of landscape over his heart, nnlee when 
•losely associated with, and altogether subordiiiate to. some homai 

teteresL 
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ihu Bible* is specifically distinguished from all oltur oarlv 
literature, by its delight in natural imagery ; and that the 
dealings of God with his people are calculated peculiarly 
to awaken this sensibility within them. Out of the mono- 
tonous valley of Egypt they are instantly taken into the 
midst of the mightiest mountain scenery in'the peninsula 
of Arabia; and that scenery is associated in their minds 
with the immediate manifestation and presence of the 
Di vine Power; so that mountains for ever afterwards 
become invested with a peculiar sacredness in their minds , 
while their descendants being placed in what was then one 
of the loveliest districts upon the earth, full of glorious 
vegetation, bounded on one side by the sea, on the north 
by “that goodly mountain ” Lebanon, on the south and 
east by deserts, whose barrenness enhanced by their con 
Irast the sense of the perfection of beauty in their own 
land, they became, by these means, and by the touch of 
God s own hand upon their hearts, sensible to the appeal 
of natural scenery in a way in which no other people were 
at the time ; and their literature is full of expressions, not 
only testifying a vivid sense of the power of nature over 
man, but showing that sympathy with natural things them- 
selves, as if they had human souls, which is the especial 
characteristic of true love of the works of God. \ 
intended to have insisted on this sympathy at greatei 
length, but I found, only two or three days ago, much of 
what I had to say to you anticipated in a little book. 
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unpretending, but full of interest, “The Lamf> and vhe 
Lantern,” by Dr. James Hamilton; and I will therefore 
only ask you to consider such expressions as that tender 
and glorious verse in Isaiah, speaking of the cedars on the 
mountains as rejoicing over the fall of the king of Assyria : 
“ Yea, the fir trees rejoice at thee, and the cedars of Leba- 
non, saying. Since thou art gone down to the grave, no 
feller is come up against us.” See what s)"mpathy there 
is here, as if with the very hearts of the trees themselves. 
So also in the words of Christ, in his personification ol 
the lilies: “They toil not, neither do they spin.” Con- 
sider such expressions as, “ The sea saw that, and fled. 
Jordan was driven back. The mountains skipped like 
rams ; and the little hills like lambs.” Try to find any 
thing in profane writing like this; and note farther that 
the whole book of Job appears to have been chiefly written 
and placed in the inspired volume in order to show the 
value of natural history, and its power on the human heart. 
I cannot pass by it without pointing out the evidences ol 
the beauty of the country that Job inhabited.* 

Observe, first, it was an arable country. “ The oxen 
were ploughing, and the asses feeding beside them.” L 
was a pastoral country . his substance, besides camels and 
asses, was 7000 sheep It was a mountain country, fed 
by streams descending from the high snows. “My breth- 

• This passage, respecting the book of Job, was omitted ir the delivnrv 
of the Lecture, for want of time. 
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ren have dealt deceitfully as a brook, and as the stream 
of brooks they pass away ; which are blackish by reason 
of the ice, and wherein the snow is hid : What time they 
wax warm they vanish : when it is hot they are consumed 
out of their place ” Anrain : » If I wash myself with snow 
water, and make my hands never so clean.” Again. 

Drought and heat consume the snow waters.” It was a 
rocky country, with forests and verdure rooted in the rocks. 

His branch shootelh forth in his garden ; his roots are 


wrapped about the heap, and seeth the place of stones,” 
Again “ Thou shall be in league with the stones of the 
field.” It was a place visited, like the valleys of Switzer- 
land, by convulsions and falls of mountains. “ Surely the 
mountain falling cometh to nought, and the rock is 
removed out of his place.” » The waters wear the stones : 


thou washest away the things which grow out of the dust 
of the earth.” “ He removeth the mountains and they 
know not : he overturneth them in his anger.” “ He put- 
teth forth his hand upon the rock: he overturneth the 
mountains by the roots: he cutleth out rivers among the* 
rocks.” I have not time to go farther into this ; but you 
see Job's country was one like your own, full ol pleasant 
brooks and r.vers, rushing among the rocks, and of all 
o her sweet and noble elements of landscape. The mag. 

^ therefore calculated to touch the heart to the end of 
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Then at the central point of Jewish prosperity, you have 
the first great naturalist the ivorld ever saw, Solomon; 
not permitted, indeed, to anticipate, in writing, the disco- 
veries of modern times, but so gifted as to show us that 
heavenly wisdom is manifested as much m the knowledge 
of tl)c hyssop that springeth out of the wall as in political 
and philosophical speculation. 

The books of the Old Testament, as distinguished from 
all other early writings, are thus prepared for an everlast- 
ing influence over humanity ; and, finally, Christ himself, 
setting the concluding example to the conduct and thoughts 
of men, spends nearly his whole life in the fields, the moun- 
tains, or the small country villages of Judea ; and in the 
Very closing scenes of his life, will not so much as sleep 
within the walls of Jerusalem, but rests at the little vil- 
lage of Bethphage, walking in the morning, and returning 
m the evening, through the peaceful avtuues of the mount 
of Olives, to and from his work of leaching in the temple. 

It would thus naturally follow, both from tlie general 
tone and teaching of the Scriptures, and from the example 
of our Lord himself, that wherever Christianity was 
preached and accepted, there would be an immediate in- 
terest awakened in the works of God. as seen in the natu 
ral world ; and, accordingly, this is the second universal 
and distinctive character of Christian art, as distinguished 
from all pagan work, the first being a peculiar spiritualit) 
in its conception of the human form, preferring holiness of 
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expression and strength of character, to beauty of features 
or of body, and the second, as I say, its intense fondness 
for natural objects — animals, leaves and flowers, — inducing 
nn immediate transformation of the cold and lifeless pagiin 
ornamentation into vivid imagery of nature. Of course 
tills manifestation of feeling was at first checked by the 
circumstances under which the Christian religion was di.s- 
seminated. The art of the first three centuries is entirely 
subordinate, — restrained partly by persecution, partly by 
a high spirituality, which cared much more about preach 
ing than painting; and then when, under Constantine, 
Christianity became the religion of the Roman empire, 
myriads of persons gave the aid of their wealth and of 
their art to the new religion, who were Christians in noth- 
ing but the name, and who decorated a Christian temple 
just as they would have decorated a pagan one, merely 
because the new religion had become Imperial. Then, 
just as the new art was beginning to assume a distinctive 
form, down came the northern barbarians upon it; and all 
their superstitions had to be leavened with it, and all their 
haid hands and hearts softened by it, before their art could 
ippear m anything like a characteristic form. The warfare 
in which Europe was perpetually plunged retarded this 
development for ages ; but it steadily and gradually pre- 
vailed, working from the 8th to the lUh century like a 
6eed in the ground, showing little signs of life, but still, if 
carefully examined, changing essentially every day and 

6 
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every hour : at last, in the 12th century, the blade ippe.ar* 
above the black earth ; in the 13th, the plant is in ful> 


leaf. 

I begin, then, \vilh the 13th century, and must now 
make to you a general assertion, which, if you will note 
down and examine at your leisure, you will find true and 
useful, though I have not time at present to give you full 
demonstration of it. 

I say, then, that the art of the 13th century is the foun 
dation of all art, — nor merely the foundation, but the root 
of It ; that is to say, succeeding art is not merely built 
upon it, but was all comprehended in it, and is developed 
out of it. Passing this great century we find three suc- 
cessive branches developed from it, in each of the three 
following centuries. The 14th century is pre-eminently 
the age of Thought, the 15th the age of Drawing, and the 


I6th the age of Painting. 

Observe, first, the 14th century is pre-eminently the age 
of thought. It begins with the first words of the poem of 
Dante and all the great pictorial poenos-the mig ty 
series of works in which everything is done to relate, hut 
nothing to imitate-belong to this century. I should on y 
confuse you by giving you the names of marvellous artists 
most of them little familiar to British ears, who adorned 
this century in Italy; but you will easily remensber tt as 

the age of Dante and Giotto.-the age of ThougU. 

T^e men of the succeeding century (the tSth) felt that 
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the/ could not rival their predecessors in inventioL but 
might excel them in execution. Original thoughts belong 
mg to this century are comparatively rare ; even Raphae 
and Michael Angelo themselves borrowed all their prin- 
cipal ideas and plans of pictures from their predecessors ; 
1 ul they executed them with a precision up to that time 
inseen. You must understand by the word “drawing,” 
the perfect rendering of forms, whether in sculpture or 
painting; and then remember the 15th century as the 
age of Leonardo. Michael Angelo, Lorenzo Ghiberti, and 
Raphael,— pre-eminently the age of Drawing. 

The 16th century produced the four greatest Painters, 

that IS to say, managers of colour, whom the world has 

seen ; namely, Tintoret, Paul Veronese, Titian, and Cor 

reggio. I need not say more to justriy my calling it the 
age of Painting. 

This, then, being the state of things respecting art in 

general, let us next trace the career of landscape through 
these centuries. ® 


It was only towards the close of the I3th century that 
figure painting began to assume so perfect a condition as 
to require some elaborate suggestion of landscape back- 
ground. Up to that time, if any natural object had to be 
represented, tt was done in an entirely conventional way 
as yo^ see « upon Greek vases, or in a Chinese porcelain 

white :ro“r "“ ‘ “PO" ‘he 

. or ground of any colour, wherever there 
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was a vacant space for it, without the smallest attempt to 
imitate the real colours and relations of the earth and sk^ 
about it. But at the close of the 13th century, Giottc, 
and II tnt course of the 14th, Orcagna, sought, for the 
first time, to give some resemblance to nature in their 
backgrounds, and introduced behind their figures pieces 
of true landscape, formal enough still, but complete in 
intention, having foregrounds and distances, sky and 
water, forests and mountains, carefully delineated, not 
exactly in their true colour, but yet in colour approximat- 
ing to the truth. The system which they introduced (foi 
though in many points enriched above the work of earlier 
ages, the Orcagna and Giotto landscape was a very com- 
plete piece of recipe) was observed for a long period by 
their pupils, and may be thus briefly described: — The sky 
is always pure blue, paler at the horizon, and with a few 
streaky white clouds in it ; the ground is green even to 
the extreme distance, witli brown rocks projecting from 
it ; water is blue streaked with white. The trees are 
nearly always composed of clusters of their proper leaies 
relieved on a black or dark ground, thus (Jig. 20,).* And 
observe carefully, with respect to the complete drawing 

• Having no memoranda of my oivn. taken from Giotto’s landscnpc, I 
!md this tree copied from ao engraving ; bat I Imagine tbo rode termina 
tion of the stem, to be a misrepresentation- Fig. 21 is accnratoly copied 
from an MS., certainly osecuted between 12.^0 nnd 1270, and I. more trul, 

characteristic of the early manner. 




of the leaves or. this tree, and the smallne&s of thei» 
number, the rea. distinction between noble convention 
alism and false conventionalism. You will often hear 
modern architects defending their monstrous ornament 
ation on the ground that it is “ conventional,” and that 
architectural ornament ought to be conventionalised 
Remember when you hear this, that noble convention 
alism is not an agreement between the artist and spectator 
that tl»e one shall misrepresent nature sixty times over, 
and the other believe the misrepresentation sixty times 
over, but it is an agreement that certain means and 
limitations being prescribed, only that hind of truth is to 
be expected which is consistent with those means. For 


instance, if Sir Joshua Reynolds had been talking to a 
friend about the character of a face, and there had been 
nothing in the room but a deal table and an inkbottle- 
and no pens— Sir Joshua would have dipped his finger ii 
the ink, and painted a portrait on the table with his 
finger,— and a noble portrait too, certainly not delicate in 


outline, nor representing any of the qualities of the face 
dependent on rich outline, but getting as much of the face 
as in that manner was attainable. That is noble conven- 
tionalism, and Egyptian work on granite, or illuminator’s 
work m glass, is all conventional in the same sense, but 
not conventionally false. The two noblest and 
carv^ lions I have ever seen, are the two granite ones m 
the Egyptian room of the British Museum, and vet in 
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them, the lions’ manes and beards are rep.-eseiled bj 
rings of solid rock, as smooth as a mirror ! 

There are indeed one or two other conditions ol noble 
conventionalism, noticed more fully in the Addenda to thia 
Lecture ; but you will find that they always consist in 
stopping short of nature, not in falsifying nature ; and thus 
in Giotto’s foliage, he stops short of the quantity of leaves 
on the real tree, but he gives you the form of the leaves 
represented with perfect truth. His foreground also is 
nearly always occupied by flowers and herbage, carefully 
and individually painted from nature ; while, although thus 
simple in plan, the arrangements of line in these landscapes 
of course show the influence of the master-mind, and 
sometimes, where the story requires it, we find the usual 
formul® overleaped, and Giotto at Avignon painting the 
breakers of the sea on a steep shore with great care, while 
Orcagna, in his Triumph of Death, has painted a thicket 
of brambles mixed with teazles, in a manner worthy of the 
best days of landscape art. 

Now from the landscape of these two men to the land- 
scape of Raphael, Leonardo, and Perugino, the advance 
consists principally in two great steps : The first, that dis- 
lant objects were more or less invested with a blue colour, 
-the second, that trees were no longer painted with a 
black ground, but with a rich dark brown, or deep green 
From G otto’s old age, to the youth of Raphael, the 
advance in and knowledge of. landscape, consisted of n« 



Lect. III.] 


and paintlng. 


127 


more than these two simple steps ; but the execution of 
landscape became infinitely more perfect and elaborate 
All the flowers and leaves in the foreground were worked 
out with the same perfection as the features of the figures ; 
in the middle distance the brown trees were most delicately 
defined against the sky ; the blue mountains in the extreme 
distance were exquisitely thrown into aerial gradations, 
and the sky and clouds were perfect in transparency and 
softness. But still there is no real advatice in knowledge 
of natural objects. Tlie leaves and flowers arc, indeed, 
admirably painted, and thrown into various intricate group 
ings, such as Giotto could not have attempted, but the 
rocks and water are still as conventional and imperfect as 
ever, except only in colour: the forms of rock in Leonar- 
do’s celebrated “ Vierge aux Rochers” are literally no 
better than those on a china plate. Fig, 22. shows a 
portion of them in mere outline, with one cluster of the 
leaves above, and the distant “ideal” mountains. On the 
whole, the most satisfactory work of the period is that 
which most resembles missal painting, that is to say, which 
is fullest of beautiful flowers and animals scattered amonff 
the landscape, in the old independent way, like the birds 
upon a screen. The landscape of Benozzo Gozzoli is 
exquisitely rich in incident of this kind. 

The first man who entirely broke through the conven- 
tionality of his time, and painted pure landscape, was 

Masaccio, but 1 e died too young to effect the revolution 
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of which Lis genius was capable. It was left for oli.ei 
men to accomplish, namely, for Corregg o and Titian 
These two painters were the first who relieved the fore 
grounds of tiieir landscape from the grotesque, quaint, and 
crowded formalism of the early painters; and gave a close 
approximation to the forms of nature m all things ; retain- 
ing, however, thus much of the old system, that the dis- 
tances were for the most part painted in deep ultramarine 
blue, the foregrounds in rich green and brown ; there were 
no effects of sunshine and shadow, but a generally quiet 
glow over the whole scene ; and the clouds, though now 
rolling in irregular masses, and sometimes richly involved 
among the hills, were never varied in conception, or studied 
from nature. There were no changes of weather in them. 


no rain clouds or fair-weather clouds, nothing but various 
shapes of the cumulus or cirrus, introduced for the sake of 
light on the deep blue sky. Tintoret and Bonifazio intro- 
duced more natural effects into this monotonous landscape : 
m their works we meet with showers of ram, with ram- 
nows, sunsels, bright reflections in water, and so on ; but 
still very subordinate, and carelessly worked out, so as not 
to justify us in considering their landscape as forming a 

class by itself. 

23., which is a branch of a tree from the back 
oroun°d of Titian’s “ St. Jerome,” at Milan, compared with 
nir 20., will give you a distinct idea of the kind of changr 
wliich took place from the time of Giotto to that of Tit.ai 
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and you wmU find that this whole range of landscape mny 
be conveniently classed in three divisions, namely, Giol 
tesque, Leonardesque, and Titianesque , the Gioltesquc 
embracing nearly all the work of the 14th, the Leonard 
esque that of the 15th, and the Titianesque that of the lOlh 
century. Now you see there remained a fourth step to be 
taker. — the doing away with conventionalism altogethei 
so as to create the perfect art of landscape painting. The 
course of the mind of Europe was to do this ; but at the 
very moment when it ought to have been done, the art o* 
all civilised nations was paralysed at once by the opera 
tion of the poisonous elements of infidelity and classical 
learning together, as I have endeavoured to show else- 
where. In this paralysis, like a soldier shot as he i« 
just gaining an an eminence, the art of the 17th centur> 
struggled forward, and sank upon the spot it had been 
endeavouring to attain. The step which shoull have 
freed landscape from conventionalism was actually taken 
by Claude and Salvator Rosa, but taken in a state of 
palsy, taken so as to lose far more than was gained 
For up to this time, no painter ever had thought of drawing 
anything, pebble or blade of grass, or tree or mountain 
but as well and distinctly as he could ; and if he could 
not draw it completely, he drew it at least in a way which 
should thoroughly show his knowledge and feeling of it 
For instance, you saw in the oak tree of the Giollesque 

C* 
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period, that the main points of the tree, the true shape of 
leaf and acorn, were all there, perfectly and carefully 
articulated, and so they continued to be down to the lime 
of Tinloret • both he and Titian working out the separate 
leaves of their foliage with the most exquisite botanical 
care But now observe; as Christianity had brought this 
love of nature into Paganism, the return of Paganism in 
the shape of classical learning at once destroyed this love 
of nature ; and at the moment when Claude and Salvator 
made the final effort to paint the effects of nature faith- 
fully, the objects of nature had ceased to be regarded with 
affection ; so that, while people were amused md inter- 
ested by the new effects of sunsets over green seas, and 
of tempests bursting on rocky mountains, which were 
introduced by the rising school, they entirely ceased to 
require on the one side, or bestow on the other, that care 
and thought by which alone the beauty of nature can be 
understood. The older painting had resembled a careful 
and deeply studied diagram, illustrative of the most 
important facts ; it was not to be understood or relished 
without application of serious thought ; on the contrary, 
it developed and addressed the highest powers of mind 
belonging to the human race; while the Claude an<l 
Salvator painting was like a scene in a theatre, viciously 
and falsely painted throughout, and presenting a deceptive 
appearance of truth to nature; understood, as far as it 
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went, in a mtment, but conveying no accurate knowledge 
of anything, and, in all its operations on the mind 
unhealthy, hopeless, and profitless. 

It was, however, received with avidity ; for this mam 
reason, that the architecture, domestic life and mannerc 
of the period were gradually getting more and more 
ivrtificial ; as I showed you last evening, all natural beauty 
had ceased to be permitted in architectural decoration, 
while the habits of society led them more and more to 
live, if possible, in cities ; and the dress, language, and 
mariners ol men in general were approximating to that 
horrible and lifeless condition in which you find them jusl 
before the outbreak of the French Uevolution. 

Now, observe : exactly as hoops, and starch, and false 
nair, and all that in mind and heart these things typify and 
betray, as these, I say, gained upon men, there was a 
necessary reaction in favour of the natural. Men had 
never lived so utterly in defiance of the laws cf nature 
before; but they could not do this without feeling a 
strange charm in that which they defied ; and, accordingly 
we find this reactionary sentiment expressing itself in a 
base school of what was called pastoral poetry ; that is to 
say, poetry written in praise of the country, by men who 
lived in coffee-houses and on the Mall. The essence of 
pastoral poetry is the sense of strange delighlfulness in 
grass, which is occasionally felt by a man who has seldom 
eel his foot on it; it is essentially ihe poetry of the 
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cockney, and for the most part corresponds in its a.’m ana 
rank, as compared with other literature, to the porcelair 
shepherds and shepherdesses on a chimney-piece as com 
pared with great works of sculpture. 

Of course all good poetry, descriptive of ruial life, ik 
es.sentially pastoral, or has the effect of *he pastoral, on 
the minds of men living in cities ; but the class of poetry 
which I mean, and which you probably understand, by the 
term pastoral, is that in which a farmer’s girl is spoken 
of as a “ nymph,” and a farmer’s boy as a “ swain,” and 
in which, throughout, a ridiculous and unnatural refinement 
is supposed to exist in rural life, merely because the poet 
nimself has neither had the courage to endure its hard- 
ships, nor the wit to conceive its realities. If you examine 
the literature of the past century, you will find that nearly 
all its expressions, having reference to the country, show 
something of this kind ; either a foolish sentimentality, or 
a morbid fear, both of course coupled with the most 
curious ignorance. You will find all its descriptive expres- 
sions at once vague and monotonous. Brooks are always 
“purling;” birds always “w’arbling;” mountains always 
“lift thlir horrid peaks above the clouds;” vales always 
“are lost in the shadow of gloomy woods;” a few more 
distinct ideas about haymaking and curds and cream, 
acquired in the neighbourhood of Richmond Bridge, serving 
to give an occasional appearance of freshness to the cata- 
logue of the sublime and beautiful which descended frcni 
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poet to poet ; while a few true pieces of pastoral, like the 
“Vicar of Wakefield,” and Walton’s “Angler,” relieved 
the general waste ot dulness. Even in these belter pro- 
ductions, nothing is more remarkable than the general 
conception of the country merely as a series of green 
fields, and the combined ignorance and dread of more 
sublime scenery ; of which the mysteries and dangers 
were enhanced by the difficulties of travelling at the 
period. Thus in Walton’s “ Angler,” you have a meeting 
of two friends, one a Derbyshire man, the other a lowland 
traveller, who is as much alarmed, and uses nearly ns 
many expressions of astonishment, at having to go down 
a steep hill and ford a brook, as a traveller uses now at 
crossing the glacier of the Col de Geant. I am not sure 
whether the difficulties which, until late years, have lain 
in the way of peaceful and convenient travelling, ought 
not to have great weight assigned to them among the 
other causes of the temper of the century ; but be that as 
it may, if you will examine the whole range of its litera- 
ture — keeping this point in view — I am well persuaded 
that you will be struck most forcibly by the strange dead- 
ness to the higher sources of landscape sublimity which is 
mingled with the morbid pastoralism. The love of fresh 
air and green grass forced itself upon the animal natures 
of men , but that of the sublimcr features of scenery had 
no place in minds whose chief powers had been repressed 
by the formalisms of the age. And although in the 
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second-rate writers continually, and in the first-rate ones 
occasionally, you find an affectation of interest in moun 
tains, clouds, and forests, yet whenever they write from 
their heart, you will find an utter absence of feeling 
respecting anything beyond gardens and grass. Examine, 
for instance, the novels of Smollett, Fielding, and Sterne, 
the comedies of Moliere, and the writings of Johnson and 
Addison, and I do not think you will find a single expres- 
sion of true delight in sublime nature in any one of them. 
Perhaps Sterne’s “ Sentimental Journey,” in its total 
absence of sentiment on any subject but humanity, and 
Its entire want of notice of anything at Geneva, which 
might not as well have been seen at Coxwold, is the most 
striking instance I could give you ; and if you compare 
with this negation of feeling on one side, the interludes 
of Moliere, in which shepherds and shepherdesses are 
introduced in court dress, you will have a very accurate 
conception of the general spirit of the age. 

It was in such a state of society that the landscape of 
Claude, Caspar Poussin, and Salvator Rosa attained its 
reputation. It is the complete expression on canvas of the 
spirit of the time. Claude embodies the foolish pastoral 
ism Salvator the ignorant terror, and Caspar the dull and 
nffec*ed erudition. 

It was, however, altogether impossible that this state 
of things could long continue. The age which had buried 
ttself in formalism grew weary at last of the restraint 
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and the approach of a new ®ra was marked b} the appear* 
ance, and the enthusiastic reception, of writers who look 
true delight in those wild scenes of nature which had so 
long been despised. 

I think the first two writers in w’hom the symptoms of 
a change are strongly manifested are Mrs. Radcliffc and 
Rousseau; in both of whom the love of natural scenery, 
though mingled in the one case with what was merely 
dramatic, and in the other with much that was pitifully 
morbid or vicious, was still itself genuine, and intense, dif 
fering altogether in character from any sentiments j>revi- 
onsly traceable in literature. And then rapidly followed a 
group of writers, who expressed, in various ways, the more 
powerful or more pure feeling which had now become one 
of the strongest instincts of the age. Of these, the prin- 
cipal is your own Walter Scott. Many writers, indeed, 
describe nature more minutely and more profoundly ; but 
none show in higher intensity the peculiar passion for what 
is majestic or lovely in wild nature, to which I am now 
referring. The w'hole of the poem of the “Lady of the 
Lake” is written with almost a boyish enthusiasm for 
rocks, and lakes, and cataracts ; the early novels show the 
same instinct in equal strength wherever he approaches 
Highland scenery; and she feeling is mingle.^ observe, 
with a most touching and affectionate appreciation of the 
Oothic architecture, in which alone he found the elements 
of natural beauty seized by art; so that, to this day, his 
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descriplioiis of Melrose and Holy Island Cathedral, in the 
“Lay of the Last Minstrel” and “ Marmion,” as well as 
of the ideal abbeys in tlie “ Monastery” and “ Antiquary/' 
together with those of Caerlaverock and Lochleven 
Castles in “ Guy Mannering” and “ The Abbot,” remain 
the staple possessions and text-books of all travellers, nol 
80 much for their beauty or accuracy, as for their exactlj 
expressing that degree of feeling with which most men in 
this century can sympathise. 

Together with Scott appeared the group of poets, — 
Byron, Wordsworth, Keats, Shelley, and, finally, Tenny 
son, — differing widely in moral principles and spiritual 
temper, but all agreeing more or less in this love foi 
natural scenery. 

Now, you will ask me — and you will ask me most 
reasonably — how this love of nature in modern days can 
be connected with Christianity, seeing it is as strong in 
the infidel Shelley as in the sacred Wordsworth. Yes, 
ind it is found in far worse men than Shelley. Shelley was 
an honest unbeliever, and a man of warm affections; but 
this new love of nature is found in the most reckless and 
unprincipled of the French novelists,— in Eugene Sue. in 
Pumas, in George Sand,— and that intensely. How is 
this 1 Simply because the feeling is reactionary ; and, in 
this phase of it, common to the diseased mind as well as 
to the healthy one. A man dying in the ft ver of intem- 
perance will cry out for water and that with a bitterer 
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thirst Ilian a man whose healthy frame naturally delights 
in the mountain spring more than in the wine cup. The 
water is not dishonoured by the thirst of that diseased, noi 
is nature dishonoured by the love of the unworthy. That 
love is, perhaps, the only saving element in their minds ; 
and it still remains an indisputable truth that the love of 
nature is a characteristic of the Christian heart, just as the 
hunger for healthy food is characteristic of the healthy 
frame. 

In order to meet this new feeling for nature, there ne 
cessarily arose a new school of landscape painting. That 
school, like the literature to which it corresponded, had 
many weak and vicious elements mixed with its noble 
ones ; it had its Mrs. Radcliffes and Rousseaus, as well as 
its Wordsworths ; but, on the whole, the feeling with which 
Robson drew mountains, and Prout architecture, with 
which Fielding draws moors, and Stanfield sea — is alto 
gether pure, true, and precious, as compared with that 
which suggested the landscape of the 17th century. 

Now observe, how simple the whole subject becomes 
You have, first, your great ancient landscape divided into 
its three periods— Giottesque, Leonardesque, Titianesque. 
Then you have a great gap, full of nonentities and abor- 
tions ; a gulph of foolishness, into the bottom of which you 
may throw Claude and Salvator, neither of them deserv- 
ing to give a name to anything. Call it » pastoral ” land- 
scape, » guards e passa,” and then you have, lastly, the 
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pure, wholesome, simple, modern landscape, liou want a 
name for that : I will give you one in a moment ; for the 
whole character and power of that landscape is originally 
based on the work of one man. 

Joseph Mallord William Turner was born in Maiden 
Lane, London, about eighty years ago. The register of 
his birth was burned, and his age at his death could only 
he arrived at by conjecture. He was the son of a barber; 
and his father intended him, very properly, for his own 
profession. The bent of the boy was, however, soon mani- 
fested, as is always the case in children of extraordinary 
genius, too strongly to be resisted, and a sketch of a coat 
of arms on a silver salver, made while his father was shav- 
ing a customer, obtained for him, in reluctant compliance 
with the admiring customer’s advice, the permission to fol- 
low art as a profession. 

He had, of course, the usual difficulties of young artists 
to encounter, and they were then far greater than they are 
now. But Turner differed from most men in this,— that 
he was always willing to take anything to do that came 
in his way. He did not shut himself up in a garret to 
produce unsaleable works of “high art,” and starve, or 
lose his senses. He hired himself out every evening to 
wash in skies in Indian ink, on other people’s drawings, 
as many as he could, at half-a-crown a-night, getting hii 
.upper into the bargain. “ What could I have done bet 
lerr he said afterwards- “it was first-rate practice. 
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Then he took to illustrating guide-books and almaiK.cks 
'ind anytliing that vpanled cheap frontispieces. The Ox 
ford Almanack, published on a single sheet, with a copper 
plate at the top of it, consisting of a *• View” — you per 
haps, some of you, know the kind of print characteristic 
of the last century, under which the word “View” is 
always printed in large letters, with a dedication, obse- 
quious to the very dust, to the Grand Signior of the 
neighbourhood. — Well, this Alnjanack had always such a 
view of some Oxford College at the top of it, dedicated, 1 
think, always to the head of the College ; and it owed 
this, its principal decoration, to Turner for many years 
I have myself two careful drawings of some old seals, 
made by him for a local book on the antiquities of Whal- 
ley Abbey. And there was hardly a gentleman’s seat of 
any importance in England, towards the close of the last 
century, of which you will not find some rude engraving 
in the local publications of the time, inscribed with the 
simple name “W. Turner.” 

There was another great difference between Turner and 
other men. In doing these drawings for the commonest 
publications of the day, and for a remuneration altogether 
contemptible, he never did his work badly because he 
thought it beneath him, or because he was ill-paid. There 
does not exist such a thing as a slovenly drawing by 
Turner. With what people were willing to give him for 
his work he was content; but he considered that work in 
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ils relation to himself, not in its relation to the purchaser 
He took a poor price, that he might liv $ ; but he made 
noble drawings, that he might learn. Of course some are 
slighter than others, and they vaiy in their materials ; 
those executed with pencil and Indian ink being never 
finished to the degree of those which are executed in 
colour. But he is never careless. According to the time 
and means at his disposal, he always did his best. He 
never let a drawing leave his hands without having made 
a step in advance, and having done better in it than he had 
ever done before ; and there is no important drawing of the 
period which is not executed with a total disregard of time 
and price, and which was not, even then, worth four or 
five times what Turner received for it. 

Even without genius, a man who thus felt and thus 
laboured was sure to do great things ; though it is seldom 
that, without great genius, men either thus feel or thus 
labour. Turner was as far beyond all other men in intel- 
lect as in industry; and his advance in power and grasp 
of thought was as steady as the increasing light of sun- 
rise. 

His reputation was soon so far established that he was 
able to devote himself to more consistent study. He 
never appears literally to have copied any picture ; but 
whenever any master interested him, or was of so esla* 
blished a reputation that he thought it necessary to study 
him, he painted pictures of his own subjects in the style 
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of that master, until he felt himself able to rival his excel 
lencies, whatever they were. There are thus mulliludes 
of pictures by Turner which are direct im.-tations of othei 
masters ; especially of Claude, Wilson, Loutherbourg, 
Caspar Poussin, Vandevelde, Cuyp, and Rembrandt. It 

has been argued by Mr. Leslie that, because Turner thus 

% 

in his early years imitated many of the old masters, there- 
fore he must to the end of his life have considered them 
greater than himself. The nowAcgwf/wr is obvious. I trust 
there are few men so unhappy as never to have learned 
anything from their inferiors ; and I fear there are few 
men so wise as never to have imitated anything but what 
was deserving of imitation. The young Turner, indeed, 
would have been more than mortal if, in a period utterly 
devoid of all healthy examples of landscape art, he had 
been able at once to see his way to the attainment of his 
ultimate ends ; or if, seeing it, he had felt himself at once 
strong enough to defy the authority of every painter and 
connoisseur whose style had formed the taste of the public, 
or whose dicta directed their patronage. 

But the period when he both felt and resolved to assert 
his own superiority was indicated with perfect clearness, 
by his publishing a series of engravings, which were 
nothing else than direct challenges to Claude— then the 
landscape painter supposed to be the greatest in the world 
upon his own ground and his own terms. You are pro- 
bably all aware that the studies made by Claude for hu 
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pictures, ani kept by him under the name of tlje “Libei 
Veritatis,” were for the most part made with pen and ink 
washed over with a brown tint ; and that these drawings 
have been carefully fac-similed and published in the form 
of mezzotint engravings, long supposed to be models of 
taste in landscape composition. In order to provoke com* 
parison between Claude and himself, Turner published a 
series of engravings, called the “ Liber Studiorum,” exe 
cuted in exactly the same manner as these drawings of 
Claude, — an etching representing what was done with the 
pen, while mezzotint stood for colour. You see the note 
ble publicity of this challenge. Had he confined himself 
io pictures in his trial of skill with Claude, it would only 
have been in the gallery or the palace that the comparison 
could have been instituted ; but now it is in the power of 
all who are interested in the matter to make it at their 
ease.* 

*♦**♦♦♦♦♦* 

Now, what Turner did in contest with Claude, he did 

• When this Lecture was delivered, an enlarged copy of a portion of 
one of these studies by Claude was set beside a similarly magnified portion 
of one by Turner. It was impossible, without much increasing the coat of 
the publication, to prepare two mezzotint engravings with thecore requisite 
for this purpose : and the portion of the Lecture relating to these cxamplci 
is therefore omitted. It is however in the power of every reader to procure 
OQe or more plates of each series; and to judge foi himself whether the 
conclusion of Turner's superiority, which is assumed in the n .it sentenoi 

of the text, be a just one or not. 
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With every other then-known master of landsca|.e, each lo 
his turn. He challenged and vanquished, each in his own 
peculiar field, Vandevelde on the sea, Salvator among 
rocks, and Cuyp on Lowland rivers ; and, having done 
this, set himself to paint the natural scenery of skies, 
mountains, and lakes, which, until his time, had ne\'ei 
been so much as attempted. 

He thus, in the extent of his sphere, far surpassed even 
Titian and Leonardo, the great men of the earlier schools 
In their foreground work neither Titian nor Leonardo 
could be excelled; but Titian and Leonardo were thor 
oughly conventional in all but their foregrounds. Turner 
was equally great in all the elements of landscape, and it 
is on him, and on his daring additions to the received 
schemes of landscape art, that all modern landscape has 
been founded. You will never meet any truly great livintr 
landscape painter who will not at once Irankly confess his 
obligations to Turner, not, observe, as having copied him, 
but as having been led by Turner to look in nature for 
what he would otherwise either not have discerned, or 
discerning, not have dared to represent 

Turner, therefore, was the first man who presented us 
with the typeoi perfect landscape art: and the richness 
of that art, with which you are at present surrounded, and 
which enables you lo open your walls as it were into so 
many windows, through which you can see whatever has 
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charmed you in the fairest scenery of your countr}', you 
crill do well to remember as 'Vumeresque. 

8o then you have these five periods to recollect — ^you 
will have no difficulty, I trust, in doing so, — the periods o 
(J’otto, Leonardo, Titian, pastoralism, and Turner. 

But Turner’s work is yet only begun. His greatness is, 
as yet, altogether denied by many ; and to the full, felt by 
very few. But every day that he lies in his grave will 
bring some new acknowledgment of his power, and 
through those eyes, now filled with dust, generations yet 
unborn will learn to behold the light of nature. 

You have some ground to-night to accuse me of dogma- 
tism. I can bring no proof before you of what I so boldly 
assert. But I would not have accepted your invitation to 
address you, unless I had felt that I had a right to be, in 
this matter, dogmatic. I did not come here to tell you of 
my beliefs or my conjectures ; I came to tell you the truth 
which I have given fifteen years of my life to ascertain, 
that this man, this Turner, of whom you have known so 
little while he was living among you, will one day take his 
place beside Shakspeare and Verulam, in the annals of the 

li<rhl of England. 

°Yes : beside Shakspeare and Verulam, a third star in 
that central constellation, round which, in the astronomy 
of intellect, all other stars make their circuit. By Shak 
.peare, humanity was unsealed to you ; by Verulam th. 
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principles of nature ; and by Turner, her aspect. All those 
were sent to unlock one of the gates of light, and to un 
lock it for the first time. But of all the three, though not 
the greatest, Turner was the most unprecedented in his 
Work. , Bacon did what Aristotle had attempted ; Shak- 
speare did perfectly what ^schylus did partially ; but none 
before Turner had lifted the veil from the face of nature ; 
the majesty of the hills and forests had received no inter- 
pretation, and the clouds passed unrecorded from the face 

of the heaven which they adorned, and of the earth U 
which they ministered. 

And now let me tell you something of his personal cha- 
racter. You have heard him spoken of as ill-natured, and 
jealous of his brother artists. I will tell you how jealous 
he was. I knew him for ten years, and during that time 
had much familiar intercourse with him. I never once 
heard him say an unkind thing of a brother artist, and 1 
never once heard kimjind a fault with another man’s work. 

I could say this of no other artist whom 1 have ever 
known. 

But I will add a piece of evidence on this matter o( 
peculiar force. Probably many here have read a book 
which has been lately published, to my mind one of ex- 
treme interest and value, the life of the unhappy artist. 
Benjamin Haydon. Whatever may have been his faults. 

I heheve no person can read his journal without coming to 
■he conclusion that his heart was honest, and that he does 

7 
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not V'ilfully misrepresent any fact, or any person. Even 
supposing otherwise, the expression I am going toq.iote to 
you would have all the more force, because, as you know, 
Haydon passed his whole life in war with the Royal 
Academy, of which Turner was one of the most influential 
members. Yet in the midst of one of his most violent 
expressions of exultation at one of his victories over the 
Academy, he draws back suddenly with these words . ■ 
“ But Turner behaved well, and did me justice, 

I will give you however besides, two plain facts illustra- 


tive of Turner’s “jealousy.” 

You have, perhaps not many of you, heard of a painter 

of the name of Bird ; I do not myself know his works, 
but Turner saw some merit in them : and when Bird first 
sent a picture to the Academy, for exhibition. Turner was 
on the hanging committee. Bird’s picture had great 
merit ; but no place for it could be found. Turner pleaded 
hard for it. No, the thing was impossible. Turner sat 
down and looked at Bird’s picture a long time ; then 
ms,sted that a place must be found for it. He was st.li 
,.,et by the assertion of impraoticab.lity. He said no rnore, 
but took down one of his own pictures, sent it out of the 


Academy, and hung Bird’s in its place. 

Match that, if you can, among the annals of hang, g 
committees. But he could do nobler things than this. ^ 
When Turner’s picture of Cologne was exhibited in the 
year 1626, it was hung between two portraits, by bl, 
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Thomas Lawrence, of liady Wallscourt. and Lad/ Robert 
Manners. 


The sky of Turner’s picture was exceedingly bright, and 
it had a most injurious efTect on the colour of the two 
portraits. Lawrence naturally felt mortified, and com- 
plained openly of the position of his pictures. You are 


aware that artists were at that time permitted to retouch 
their pictures on the walls of the Academy. On the 
morning of the opening of the exhibition, at the private 
view, a friend of Turner’s who had seen the Cologne in 
all Its splendor, led a group of expectant critics up to the 
picture. He started back from it in consternation. The 
golden sky had changed to a dun colour. He ran up to 
Turner, who was in another part of the room. “ Turner, 
what have you been doing to your picture?” Oh,” 
muttered Turner, in a low voice, “poor Lawrence was Jo 
unhappy. It’s only lamp black. It’ll all wash off after 
the exhibition !” He had actually passed a wash of lamp 
black in water colour over the whole sky. and utterly 
spoiled his picture for the time, and so left it through the 
exhibition, lest it should hurt Lawrences. 


You may easily find instances of self-sacrifice where 
men have strong motives, and where large benefits are to 
be conferred by the effort, or general admiration obtained 
by .t; but of pure, unselfish, and perfect generos.ty, 
dto^ng ttself tn a ntatter of minor interest,, and when few 

ould be aware of the sacrifice ntade, you will not easily 
find such another example as this. 



148 


LECTURES ON ARCHITECTURE 


[Lect. IQ 


Th\is much lor his jealousy of his brother-artists. Yov 
have also heard much of his riggardliness in money 
transactions. A great part of what you have heard is 
perfectly true, allowing for the exaggeration which always 
takes place in the accounts of an eccentric character 
Bui there are other parts of Turner’s conduct of which 
you have never heard ; and which, if truly reported, would 
set his niggardliness in a very different light. Every 
person from whom Turner exacted a due shilling, pro- 
claimed the exaction far and wide ; but the persons to 


whom Turner gave hundreds of pounds were prevented, 
by their “delicacy,” from reporting the kindness of their 
benefactor. I may, however, perhaps, be permuted to 
acquaint you with one circumstance of this nature, credit- 


able alike to both parties concerned. 

At the death of a poor drawing master, Mr. Wells, 

whom Turner had long known, he was deeply affected, 
and lent money to the widow until a large sum had 
accumulated. She was both honest and grateful, and after 
a long period was happy enough to be able to return to 
her benefactor the whole sum she had received from h.m. 
She waited on him with it ; but Turner kept his h.^J m 
his pocket “ Keep it,” he said ” and send your ch.ldren 
to school, and to church.” He said this in bitterness , he 


had himself been sent to neitner. 

Well, but you will answer to me, we 
aU our lives stigmatised as brutal, and 


have heard Turner 

uncharitable and 
% 
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selfish; and miserly. How are we to understand these 
opposiig statements? 

Easily. I have told you truly what Turner was. You 
have often heard what to most people he appeared to be 
Imagine what it was for a man to live seventy years in 
this hard world, with the kindest heart and the noblest 
intellect of his time, and never to meet with a single woru 
or ray of sympathy, until he felt himself sinking into the 
grave. From the time he knew his true greatness all the 
world was turned against him ; he held his own ; but it 
could not be without roughness of bearing, and haraening 
of the temper, if not of the heart. No one understood 
him, no one trusted him, and every one cried out against 
him. Imagine, any of you, the effect upon your own 
minds, if every voice that you heard from the human beings 
around you were raised, year after year, through all your 
lives, only in condemnation of your efforts, and denial of 
your success. This may be borne, and borne easily, by 
men who have fixed religious principles, or supporting 
domestic ties. But Turner had no one to teach him in 
his youth, and no one to love lam in his old age. Respect 
and affection, if they came ut all, came unbelieved, or 
came too late. Naturally irritable, though kind.— naturally 
suspicious, though generous,— the gold gradually becamo 
dim, and the most fine gold changed, or, if not changed 
overcast and clouded. The deep heart was still beating 
but It was beneath a dark and melancholy mail between 
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whose joints, however, sometimes the slightest arrows 

found entrance, and power of giving pain. He recehed 

* 

no consolation in his last years, nor in his death. Cut off 
in great part from all society, — 6rst, by labour, and at lasi 
by sickness, — hunted to his grave by the malignities of 
small critics, and the jealousies of hopeless rivalry, he 
died in the house of a stranger,— one companion of his 
life, and one only, staj ng with him to the last. The 
window of his death-chamber was turned towards the 
west, and the sun shone upon his face in its setting, and 
rested there, as he expired. 
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LECTURE IV. 

PRE-RAPHAELITISM. 

The subject on which I would desire to engage youi 
attention this evening, is the nature and pruballe result 
of a certain schism which took place a few years ago 
among our British artists. 

This schism, or rather the heresy which led to it, as 
you arc probably aware, was introduced by a small 
number of very young men ; and consists mainly in the 
assertion that the principles on which art has been taught 
for these three hundred years back are essentially wrong, 
and that the principles which ought to guide us are those 
which prevailed before the time of Raphael ; in adopting 
which, therefore^ as their guides, these young men, as a 
sort of bond of unity among themselves, took the unfortu* 
n ate and somewhat ludicrous name of “ Pre-Raphaelitc’^ 
brethren. 

You must all be aware that this heresy has been opposed 
with all the influence and all the bitterness of art and 
criticism ; but that in spite of these llie heresy has gained 
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ground, and the pictures painted on these new principles 
have obtained a most extensive popularity. These circum* 
stances are sufficiently singular, but theii importance is 
greater even than their singularity; and your time wiL 
certainly not be wasted in devoting an hour to an inquiry 
into the true nature of this movement. 

I shall, first, therefore, endeavour to state to you what 
tlie real difference is between the principles of art before 
and after Raphael’s time, and then to ascertain, with you, 
how far these young men truly have understood the 
difference, and what may be hoped or feared from the 
effort they are making. 

First, then. What is the real difference between the 
principles on which art has been pursued before and since 
Raphael 1 You must be aware, that the principal ground 
on which the Pre-Raphaelites have been attacked, is the 
charge that they wish to bring us back to a time of dark- 
ness and ignorance, when the principles of drawing, and 
of art in general, were comparatively unknown ; and this 
attack, therefore, is entirely founded on the assumption 
that, although for some unaccountable reason we cannot at 
present produce artists altogether equal to Raphael, yet 
that we are on the whole in a state of greater illumination 
than, at all events, any artists who preceded Raphael ; so 
that we consider ourselves entitled to look down upon 
them, and to say that, all things considered, they did some 
wonderful things for their t^me ; but that, as for compaiing 
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the art of Giotto to that of Wilkie or Edwin Landseer, it 
would be perfectly ridiculous, — the one being a mere infant 
in his profession, and the others accomplished workmen. 

Now, that this progress has in some things taken place 
IS perfectly true ; but it is true also that this progress is 
by no means the main thing to be noticed respecting 
ancient and modern art ; that there are other circumstan 
ces, connected with the change from one to the other, im 
measurably more important, and which, until very lately. 
have been altogether lost sight of. 

The fact is, that modern art is not so much distin- 
guished from old art by greater skill, as by a radical 
change in temper. The art of this day is not merely a 
more knowir^ art than that of the 13th century, — it is 
altogether another art. Between the two there is a great 
gulph, a distinction for ever ineffaceable. The change 
from one to the other was not that of the child into the 
man, as we usually consider it ; it was that of the chrysalis 
into the butterfly. There was an entire change in the 
habits, food, method of existence, and heart of the whole 
creature. That we know more than 13th-century people 
is perfectly true ; but that is not the essential difference 
between us and them. We are different kind of creatures 
from them,— as different as moths are different from cater 
pillars ; and different in a certain bread and vast sense, 
wnich I shall try this evening to explain and pr>ve to 
you different not merely in this or that result of mino? 
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circumstances, — not as you are different from people who 
never saw a locomotive engine, or a Highlar.der of this 
century from a Highlander of 1745; — different in a far 
broader and mightier sense than that, in a sense so great 
and clear, that we are enabled to separate all the Chris 
tian nations and tongues of the early time from those of 
the latter time, and speak of them in one group as the 
kingdoms of the Middle Ages. There is an infinite signifi- 
cance in that term, which I want you to dwell upon and 
work out ; it is a term which we use in a dim conscious- 
ness of the truth, but without fully penetrating into that of 
which we are conscious. I want to deepen and make 
clear to you this consciousness that the world has had 
essentially a Trinity of ages — the Classical Age, the Mid- 
dle Age, the Modern Age ; each of these embracing races 
and individuals of apparently enormous separation in kind, 
but united in the spirit of thoir age, — the Classical Age 
having its Egyptians and Ninevites, Greeks and Romans,— 
the Middle age having its Goths and Franks, Lombards 
and Italians,— the Modern Ages having their French and 
English, Spaniards and Germans; but all these distinc- 
tions being in each case subordinate to the mightier and 
broader distinction, between Classicalism, Mediavalism, 

and Modernism. 

Now our object to-night is indeed only to inquire into a 
matter of art ; but we cannot do so projerly vmtil we con- 
eider this art in its relation to the inner spinl i f the age ir 
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which it exists; and by doing so we shall not onljr arrive at 
the most just conclusions respecting our p:tesent subject, 
but we shall obtain the means of arriving at just concln 
sions respecting many other things. 

Now the division of lime which the Pre-Raphaelites 
have adopted, in choosing Raphael as the man whose 
works mark the separation between Medievalism and Mod- 
ernism, is perfectly accurate. It has been accepted as such 
by all their opponents. 

You have, then, the three periods : Ciassicalism, extend- 
ing to the fall of the Roman empire ; Medievalism, extend- 
ing from that fall to the close of the 15th century; and 
Modernism, thenceforward to our days. 

And in examining into the spirit of these three epochs, 
observe, I donH mean to compare their bad men, — I don’t 
mean to take Tiberius as a type of Ciassicalism, nor £zzc- 
lin as a type of Medievalism, nor Robespierre as a type 
of Modernism, Bad men are like each other in all epochs ; 
and in the Roman, the Paduan, or the Parisian, sensuality 
and cruelty admit of little distinction in the manners of 
their manifestation. But among men comparatively vir- 
tuous, it is important to study the phases of character ; 
and it is into these only that it is necessary for us to 
inquire. Consider therefore, first, the essential difference 
in character between three of the most devoted military 
heroes whom the three great epochs of the world have 
produced.— all three devoted to the service of their coun 
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try, — all of them dying therein. I mean, Leonidas in tlie 
Classical period, St. Louis in the Medisval period, and 
Lord Nelson in the Modern period. 

Leonidas had the most rigid sense of duty, and died 
with the most perfect faith in the gods of his country, 
fulfilling the accepted prophecy of his death. St. Louis 
had the most rigid sense of duty, and the most perfect 
faith in Christ. Nelson had the most rigid sense of duty, 
and 

You must supply my pause with your charity. 

Now' you do not suppose that the main difference be 
tween Leonidas and Nelson lay in the modern inventions 
at the command of the one, as compared with the imper- 


fect military instruments possessed by the other. They 
were not essentially different, in that the one fought with 
lances and the other with guns. But they were essen- 
tiall) different in the whole tone of their religious belief. 

By this instance you may be partially prepared for the 
hold statement I am going to make to you, as to the change 
which constitutes modernism. I said just now that it was 
like that of the worm to the butterfly. But the changes 
which God causes in his lower creatures are almost always 
from worse to better, while the changes which God allow, 
man to make in himself are very often quite the other way ; 
like Adam’s new awangement of his nature. And in say 
in. that this last change was like that of a chrysalis. I 
meant only in the completeness of it, not in the tendency 
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of it. Instead of from the worm to the butterfly, it is very 
possible it may have been from the butterfly to the worm 

Have patience with me for a moment after I tell you 
what I believe it to have been, and give me a little time to 
justify my words. 

I say that Classicalism began, wherever civilisation 
began, with Pagan Faith. Mediaevalism began, and con- 
tinued, wherever civilisation began and continued to con- 
fess Christ. And, lastly, Modernism began and continues, 
wherever civilisation began and continues to deny Christ. 

You are startled, but give me a moment to explain. 
What, you would ^ay to me, do you mean to tell us that 
we deny Christ ? we who are essentially modern in every 
one of our principles and feelings, and yet all of us pro 
fessing believers in Christ, and we trust most of us true 
ones? I answer, So far as we are believers indeed, we 
are one with the faithful of all times,— one with the clas- 
sical believer of Athens and Ephesus, and one with tho 
medisval believer of the banks of the Rhone and the 
Tallies of the Monte Viso. But so far as, in various 
strange ways, some in great and some in small things, we 
deny this belief, in so far we are essentially infi cted with 
this spirit, which I call modernism. 

Foi observe, the change of which I speak has nothing 
whatever to do with the Reformation, or with any of its 
effects. It is a far broader thing than the Reformation, 
ft is a change which has taken place, not only in reformed 
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England, and reformed Scotland ; but in unreformed 
France, in unreformed Italy, in unreformed Austria. 1 
class hor.est Protestants and honest Roman Catholics foi 
the present together, under the general term Christians i 
if you object to their being so classed together, I pray youi 
pardon, but allow me to do so at present, for the sake of 
perspicuity, if for nothing else ; and so classing them, 1 
say that a change took place, about the time of Raphael, 
in the spirit of Roman Catholics and Protestants both ; 
and that change consisted in the denial of their religious 
belief, at least in the external and trivial affairs of life, and 
often in far more serious things. 

For instance, hear this direction to an upholsterer of the 
early 13th century. Under the commands of the sheriff 
of Wiltshire, he is thus ordered to make some alterations 
in a room for Henry the Third. He is to “wainscot the 
King’s lower chamber, and to paint that wainscot of a 
green colour, and to put a border to it, and to cause the 
heads of kings and queens to be painted on the borders , 
and to paint on the walls of the King’s upper chamber the 
story of St. Margaret, Virgin, and the four Evangelists, 
and to paint the wainscot of the same chamber of a green 

colour, spotted with gold.” * 

Again, the sheriff of Wiltshire is ordered to “ put two 

small glass windows in the chamber of Edward the Kings 

• Liberate RolK preserved Id the^ower of London, and quoted by Ur 
Tomer in his Histoxy of the Domestic Architecture of England. 
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son ; and put a glass window in the chamber of our Quern 
at Clarendon ; and in the same window cause to be painted 
a Mary with her Child, and at the feet of the said Mary 
a queen with clasped hands.” 

Again, the sheriff of Southampton is ordered to “ paint 
the tablet beside the King’s bed, with the figures of the 
guards of the bed of Solomon, and to glaze with white 
glass the windows in the King’s great Hall at Northumf>' 
ton, and cause the history of Lazarus and Dives to bo 
painted in the same.” 

And so on ; I need not multiply instances. You see 
that in all these cases, the furniture of the King’s house is 
made to confess his Christianity. It may be imperfect 
and impure Christianity, but such as it might be, it was 
all that men had then to live and die by ; and you see 
there was not a pane of glass in their windows, nor a pal- 
let by their bedside that did not confess and proclaim it. 
Now, when you go home to your own rooms, supposing 
them to be richly decorated at all, examine what that 
decoration consists of. You will find Cupids, Graces, 
Floras, Dianas, Jupiters, Junos. But you will not find, 
except in the form of an engraving, bought principally for 
its artistic beauty, cither Christ, or the Virgin, or Lazarus 
and Dives. And if a thousand years hence, any curious 
investigator were to dig up the ruins of Edinburgh, and 
ool know your history, he would think you had all been 
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born heathens. Now that, so far as it goes, is denying 
Christ ; it is pure Modernism. 

No, you will answer me, “you misunderstand and 
calumniate us. We do not, indeed, choose to have Dives 
and Lazarus on our windows ; but that is not because we 
are moderns, but because we are 'Protestants, and do nol 
like religious imagery.” Pardon me : that is not the 
reason. Go into any fashionable lady’s boudoir in Paris, 
and see if you will find Dives and Lazarus there. You 
will find, indeed, either that she has her private chapel, or 
that she has a crucifix in her dressing room ; but for the 
general decoration of the house, it is all composed of 

Apollos and Muses, just as it is here. 

Again. What do you suppose was the substance of 
good education, the education of a knight, in the Middle 
Ages ? What was taught to a boy as soon as he was able 
to learn anything? First, to keep under his body, and 
bring it into subjection and perfect strength ; then to take 
Christ for his captain, to live as always in his presence 
and, finally, to do his devoir— m&t\ the word— to all men ' 
Now, consider first, the difference in their influence over 
the armies of France, between the ancient word “devoir,’ 
and modern word “gloire.” And, again, ask yourselves 
what you expect your own children to he taught at you. 
great schools and universities. Is it Christian history, o. 
the histories of Fan and Silenus ? Your present educa 
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tion, to all intents and purposes, denies Christ, and that U 
intensely and peculiarly modernism. 

Or, again, what do you suppose was the proclaimed and 
understood principle of all Christian governments in the 
middle ages ? I do not say it was a principle acted up to, 
or that the cunning and violence of wicked men had noi 
too often their full sway then, as now ; but on what prin- 
ciples were that cunning and violence, so far as waji 
possible, restrained? By the confessed fear of God, an 1 
confessed authority of his law. You will find that all 
treaties, laws, transactions whatsoever, in the middle agej, 
are based on a confession of Christianity as the leadi/ig 
rule of life; that a text of Scripture is held, in all public 
assemblies, strong enough to be set against an appearance 
of expediency ; and although, in the end, the expediency 
might triumph, yet it was never without a distinct allow- 
ance of Christian principle, as an efficient element in th« 
consultation. Whatever error might be committed, at 
least Christ was openly confessed. Now what is the 
custom of your British Parliament in these days ? You 
know that nothing would excite greater manifestations of 
contempt and disgust than the slightest attempt to intro- 
duce the authority of Scripture in a political consultation. 

That i3 denying Christ. It is intensely and peculiarly 
modernism. 

It would be easy to go on showing you this same thing 
m many more instances ; but my business to-night is tc 
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show vou its full effect in one things only, namely, in art, 
and I must come straightway to that, as 1 ha^e little 
enough time. This, then, *is the great and broad fad 
which distinguishes modern art from old art ; that all 
ancient art was religious, and all modern art is profane. 
Once more, your patience for an instant. I say, all ancient 
art was religious ; that is to say, religion was its first 
object; private luxury or pleasure its second. I say, all 
modern art is profane ; that is, private luxury or pleasure 
is its first object ; religion its second. Now you all know, 
that anything which makes religion its second object, 
makes religion no object. God will put up with a great 
many things in the human heart, but there is one thing he 
will not put up with in it — a second place. He who offers 
God a second place, offers him no place. And there is 
another mighty truth which you all know, that he who 
makes religion his first object, makes it his whole object: 
he has no other work in the world than God’s work. 
Therefore I do not say that ancient art was more religious 
than modern art. There is no question of degree in this 
matter. Ancient art was religious art; modern art la 
profane art ; and between the two the distinction is as firm 

as between light and darkness. 

Now, do not let what I say 6e encumbered in yom 

minds with the objection, that >ou think art ought not to 
be brought into the service of religion. That is not the 
question at present-do not agitate it. 1 he simple fact 
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that old art was brought into that service, and received 
therein a peculiar form ; that modem art is not brought 
into that service, and has received in consequence anolhoi 
form ; that this is the great distinction between modlajviil 
and modern art; and from that are clearly deducil)lc all 
other essential differences between them. That is the 
point I wish to show you, and of that there can be no 
dispute. Whether or not Christianity be the purer for 
lacking the service of art, is disputable — and I do not 
• mean now to begin the dispute ; but that art is the impwer 
for not being in the service of Christianity, is indisputable, 
and that is the main point I have now to do with. 

Perhaps therfi are some of you here who would not 
allow that the religion of the 13th century was Christiani- 
ty. Be it so, still is the statement true, which is all that 
is necessary for me now to prove, that art was great be- 
cause it was devoted to such religion as then existed. 

Grant that Roman Catholicism was not Christianity 

grant it, if you will, to be the same thing as old heathen- 
ism,— and still r say to you, whatever it was, men lived 
and died by it, the ruling thought of all their thoughts • 
and just as classical art was greatest in building to its gods, 
so medieval art was great in building to its gods, and 
modern art is not great, because it builds to no God. Ycu 
have for instance, in your Edinburgh Library, a Bible o1 
the 13th century, the Latin Bible, commonly known as the 
Vulgate. It contains the Old and New Testaments, com 
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plete, besides the books of Maccabees, the Wisdom ol 
Solomon, the books of Judith, Baruch, ai d Tobit. Tht 
whole is written in the most* beautiful black-letter hand 
and each book begins with an illuminated letter, containing 
three or four figures, illustrative of the book which it 
begins. Now, whether this were done in the service of 
true Christianity or not, the simple fact is, that here is a 
man’s lifetime taken up in writing and ornamenting a 
Bible, as the sole end of his art ; and that doing this either 
ill a book, or on a wall, was the common artist’s life at the 
time ; that the constant Bible reading and Bible thinking 
which this work involved, made a man serious and thought- 
ful, and a good workman, because he was always express- 
ing those feelings which, whether right or wrong, were the 
groundwork of his whole being. Now, about the year 
1500, this entire system was changed. Instead of the life 
of Christ, men had, for the most part, to paint the lives ol 
Bacchus and Venus; and if you walk through any publi. 
gallery of pictures by the “great masters,” as they are 
called, you will indeed find here and there what is called a 
Holy Family, painted for the sake of drawing pretty chil- 
clren, or a pretty woman ; but for the most part you w.ll 
find nothing but Floras, Pomonas, Satyrs, Graces, Baccha. 
„.ls, and Banditti. Now you will not doclaro-you canno. 
bcliovo,-that Angelico painting the life of Chr.st, Benoazo 
painting the life of Abraham, Ghirlandajo painl.ng the life 
of the Virgin, Giotto painting the life of St. Francis, were 
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worse employed, or likely to produce a less healthy art, 
than Titian painting the loves of Venus and Adonis, than 
Correggio painting the naked Antiope, than Salvator paint* 
ing the slaughters of the thirty years’ war? If you will 
not let me call the one kind of labour Christian, and the 
other unchristian, at least you will let me call the one 
moral, and the other immoral, and that is all 1 ask you to 
admit. 

Now observe, hitherto I have been telling you what you 
may feel inclined to doubt or dispute ; and I must leave 
you to consider the subject at your leisure. But hence- 
forward I tell you plain facts, which admit neither of doubt 
nor dispute by any one who will take the pains to acquaint 
himself with their subject-matter. 

When the entire purpose of art was moral teaching, it 
naturally took truth for its first object, and beauty, and 
the pleasure resulting from beauty, only for its second 
But when it lost all purpose of moral teaching, it as 
naturally took beauty for its first object, and truth for its 
second. 

That is to say, in all they did, the old artists endea 
voured in one way or another, to express the real facts of 
Ine suoject or event, this being their chief business : and 
the question they first asked themselves was always, how 
would this thing, or that, actually have occurred? what 
vrould this person, or that, have done under the circum- 
stances? and then, having formed their conception, they 
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work it out with only a secondary regard to grace, oi 
beauty, while a modern painter invariably thinks of the 
grace and beauty of his work first, and unites afterwards 
as much truth as he can with its conventional graces. J 
will give you a single strong instance to make my meaning 
plainer. In Orcagna’s great fresco of the Triumph ol 
Death, one of the incidents is that three kings,* when ou* 
hunting, are met by a spirit, which, desiring them to follow 
it, leads them to a churchyard, and points out to them, in 
open coffins, three bodies of kings such as themselves, in 
the last stages of corruption. Now a modern artist, repre- 
senting this, would have endeavoured dimly and faintly to 
suggest the appearance of the dead bodies, and would have 

• This iDcideot is not of Orcagna’s invention ; it is variously represented 
in much earlier art. There is a curious and graphic drawing of it, circa 
1300, in the Ma Arundel 83. BriL Mus., in which the three dead personi 
are walking, and are met by three queens, who severaUy utter the sen. 

tences, 

“Ich am aferd.” 

“ Lo, whet ich se T” 

<• Me thinkelh hit beth develee thro.” 

To which the dead bodies answer , 

« Ich wes wel fair.” 

« Such Bcbelt ou be.” 

“ For Godee love, be wer by me.” 

It i, carioa,, that though the drea^a of the living per«.n^ and the “1 
was well fair ” of the Hrat dead speaker, seem to mark them distiootty to 
oe women, some longer legcod, below are headed ■■prim.m rsr morto«. 
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made, or attempted to make, the countenances ol the ihreo 
kings variously and solemnly expressive of thought. This 
would be in his, or our, view, a poetical and tasteful treat 
ment of the subject. But Orcagna disdains both poetry 
and taste ; he wants the facts only ; he wishes to give the 
spectator the same lesson that the kings had ; and there- 
fore, instead of concealing the dead bodies, he paints them 
with the most fearful detail. And then, he does not con- 
sider what the three kings might most gracefully do. He 
considers only what they actually in all probability would 
have done. He makes them looking at the cofRns with a 
startled stare, and one holding his nose. This is an ex- 
treme instance ; but you are not to suppose it is because 
Orcagna had naturally a coarse or prosaic mind. Where 
he felt that thoughtfulness and beauty could properly b? 
introduced, as in his circles of saints and prophets, no 
painter of the middle ages is so grand. I can give you no 
better proof of this, than the one fact that Michael Angelo 
borrowed from him openly, — borrowed from him in ihe prin- 
cipal work which he ever executed, the Last Judgment, 
and borrowed from him the principal figure in that work 
But it is just because Orcagna was so firmly and unscru 
pulously true, that he had the power of being so great 
when he chose. Hia arrow went straight to the mark. 

It was not that he did not love beauty, but he loved truth 
first. 

So it was with all the 


men of that time No painters 
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ever had more power conceiving graceful form, or more 
f rofound devotion to the beautiful ; but all these gifts and 
affections are kept sternly subordinate to their mora 
purpose ; and, so far as their powers and knowledge went, 
they either painted from nature things as they were, cr 
from imagination things as they must have been. 

I do not mean that they reached any’imitative resem- 
blance to nature. They had neither skill to do it, nor care 
to do it. Their art was conventional and imperfect, but 
’.hey considered it only as a language wherein to convey 
the knowledge of certain facts ; it was perfect enough for 
that ; and though always reaching on to greater attain- 
ments, they never suffered their imperfections to disturb 
and check them in their immediate purposes. And this 
mode of treating all subjects was persisted in by the 
greatest men until the clo.se of the 15th century. 

Now so justly have the Pre-Raphaelites chosen their time 
and name, that the great change which clouds the career 
of medieval art was effected, not only in Raphaels time, 
but by Raphael’s own practice, and by his practice in t 

very centre of his available life. 

You remember, doubtless, what high ground we have 
for placing the beginning of human intellectual strength 
a‘ about the age of twelve years.* Assume, therefore, 
this period for the beginning of Raphael’s strength. He 
died at thirty-seven. And in his twenty-fifth year, ont 


Lake ii. 42, 49. 


LKcr. IV.] 


AND PAINTING. 


161 * 


half-year only past the precise centre of his available life,* 
he was sent for to Rome, to decorate the Vatican for Pope 
Julius II., and having until that time worked exclusively 
in the ancient and stern mediaeval manner, he, in the first 
chamber which he decorated in that palace, wrote upon 
its wall the Mency Tekel, Upfuirsin, of the Arts of 
Christianity. 

And he wrote it thus : On one wall of that chamber he 
placed a picture of the World or Kingdom of Theology, 
presided over by Chfist. And on the side wall of that 
same chamber he placed the World or Kingdom of Poetry, 
presided over by Apollo. And from that spot, and from 
that hour, the intellect and the art of Italy date their 
iegradation. 

Observe, however, the significance of this fact is not in 
the mere use of the figure of the heathen god to indicate 
the domain of poetry. Such a symbolical use had been 
made of the figures of heathen deities in the best times of 
Christian art. But it is in the fact, that being called to 
Rome especially to adorn the palace of the so-called head 
of the church, and called as the chief representative of the 
Christian artists of his time, Raphael had neither religion 
nor originality enough to trace the spirit of poetry and the 
spirit of philosophy to the inspiration of the true God. as 
well as that of theology ; but that, on the contrary. As 
tlevated the creations of fancy on the one wall, to the same 
rank as the object of faith upon the other; that in deliberate, 
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.balanced, opposition to the Rock of the Mount Zion, he 
reared the rock of Parnassus, and the rock of the Acropolis, 
that, among the masters of poetry we find him enthroning 
Petrarch and Pindar, but not Isaiah nor David, and foi 
lords over the domain of philosophy we find the masters 
of the school of Athens, but neither of those greater 
masters by the last of whom that school was rebuked, — 
those who received their wisdom from heaven itself, in the 
vision of Gibeon,* and the lightning of Damascus. 

The doom of the arts of Europe went forth from that 
chamber, and it was brought about in great part by the 
very excellencies of the man who had thus marked the 
commencement of decline. The perfection of execution 
and the beauty of feature which were attained in his 
works, and in those of his great contemporaries, rendered 
finish of execution and beauty of form the chief objects of 
all artists ; and thenceforward execution was looked for 
rather than thought, and beauty rather than veracity. 

And as I told you, these are the two secondary causes 
of the decline of art ; the first being the loss d moral 
purpose. Pray note them clearly. In mediir>al art, 
thought is the first thing, execution the second ; ;n modern 
art execution is the first thing, and thought tl.c second. 
And again, in medieval art. truth is first, beauty second 
in modem art , beauty is first, tmth second. The mediaeva 
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principles led up to Raphael, and the modern principles 
,ead down from him. 

Now, first, let me give you a familiar illustration of the 
clificrence with respect to execution. Suppose you have 
to teach two children drawing, one thoroughly clever and 
active-minded, the other dull and slow; and you put 
before them Jullicn’s chalk studies of heads — etudes a 
deux crayons — and desire them to be copied. The dull 
child will slowly do your bidding, blacken his paper and 
rub it white again, and patiently and painfully, in th( 
course of three or four years, attain to the performance of 
a chalk head, not much worse than his original, but still 
of less value than the paper it is drawn upon. But the 
clover child will not, or will only by force, consent to tliia 
discipline. He finds other means of expressing himself 
with his pencil somehow or another; and presently you 
find his paper covered with sketches of his grandfather 
and grandmother, and uncles, and cousins, — sketches of 
the room, and the house, and the cat, and the dog, and 
the country outside, and everything in the world he can 
set his eyes on ; and he gets on, and even his child’s work 
has a value in it — a truth which makes it worth keeping ; 
no one knows how precious, perhaps, that portrait of his 
grandfather may be, if any one has but the sense to keep 
it till the time when the old man can be seen no n.ore ap 
the lawn, nor by the wood. That child is working in the 
middle*age spirit — the other in tne modern spirit. 
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But there is something still more strik.ng in the evih 
which have resulted from the modern regardlessness ol 
truth. Consider, for instance, its effect on what is called 
historical painting. What do you at present mean b} 
historical painting ? Now-a-days, it means the endeavour 
mg, by the power of imagination, to portray some histori* 
cal event of past days. But in the middle ages, it meant 
representing the acts of their own days ; and that is the 
only historical painting worth a straw. Of all the wastes 
of time and sense which modernism has invented — and 
they are many — none are so ridiculous as this endeavour 
to represent past history. What do you suppose our 
descendants will care for our imaginations of the events 
of former days ? Suppose the Greeks, instead of repre 
senting their own warriors as they fought at Marathon, 
had left us nothing but their imaginations of Egyptian 
battles ; and suppose the Italians, in like manner, instead 
of portraits of Can Grande and Dante, or of Leo the 
Tenth and Raphael, had left us nothing but imaginary 
. portraits of PericleS and Miltiades ? What fools we should 
have thought them ! how bitterly we should have been 
provoked with their folly ! And that is precisely what out 
descendants will feel towards us, so far as our grand his- 
torical and classical schools are concerned. What do wc 
care, they will say, what those 19lh century people fancied 
about Greek and Roman history ! If they had left us a 
few plain and rational sculptures and pictures of their own 
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battles, and their own men, in their everyday dress, wt 
should have thanked them. Well, but, you will say, we 
have left them portraits of our great men, and paintings 
of our great battles. Yes, you have indeed, and that is 
the only historical painting tha. you either have or can 
have ; but you don’t call that historical painting. You 
don’t thank the men who do it; you look down upon them 
anJ dissuade them from it, and tell them they don’t belong 
to the grand schools. And yet they arc the only true his- 
torical painters, and the only men who will produce any 
eflect on their own generation, or on any other. Wilkie 
was an historical painter, Chantrey an historical sculptor, 
because they painted, or carved, the veritable things and 
men they saw, not men and things as they believed they 
might have been, or should have been. But no one tells 
such men they are historical painters, and they are discon 
tented with what they do ; and poor Wilkie must needs 
travel to see the grand school, and imitate the grand 
school, and ruin himself. And you have had multitudes 
of other painters ruined, from the beginning, by that grand 
school. There was Elty, naturally as good a painter as 
ever lived, hut no one told him what to paint, and he 
studied the antique, and the grand schools, and painted 
dances of nymphs in red and yellow shawls to the end of 
his days Much good may they do you ! He is gone to 
the grave, a lost mind. There was Flaxman, another 
naturally great man, with as true an eye for nature as 
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Raphael, — he stumbles over the blocks of the antiqie 
statues — wanders in the dark valley cf their ruins to the 
end of his days. He has left you a few outlines of mus- 
cular men straddling and frowning behind round shields. 
Much good may they do you ! Another lost mind. And 
of those who are lost namelessly, who have not strength 
enough even to make themselves known, the poor pale 
students who lie buried for ever in the abysses of the great 
schools, no account can be rendered ; they are numberless. 

And the wonderful thing is, that of all these men whoiF 
you now have come to call the great masters, there was 
not one who confessedly did not paint his own present 
w'orld, plainly and truly. Homer sang of what he saw; 
Phidias carved what he saw ; Raphael painted the men of 
his own time in their own caps and mantles ; and every 
man who has arisen to eminence in modem times h*s done 
so altogether by his working in their way, and d Mg the 
things he haw. How did Reynolds rise ? Not b} /aiming 
Greek w jmen, but by painting the glorious litl e living 
ladies tins, ai.d ladies that, of his own time. How did 
Hogarth rise » Not by painting Athenian follies, but Lon- 
don follies. Who are the men who have made an impres- 
sion upon you yourselves,-upon your own age ? I sup- 
pose the most popular painter of the day is Landseer. Do 
you suppose he studied dogs and eagles out of the Elgin 
Marbles ? And yet in the very face of these plain, incon- 
trovertible, all-visible facts, we go on from year to yeai 
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with the base system of Academy Uaching, in spiic of 
which every one of these men have risen : I say in spite 
of the entire method and aim of our art-teaching. It 
destroys the greater number of its pupils altogether ; it 
hinders and paralyses the greatest. There is not a living 
painter wl dsc eminence is not in spite of everything he 
has been taught from his youth upwards, and who, what- 
ever his eminence may be, has not sufTered much injury m 
the course of his victory. For observe : this love of what 
is called ideality or beauty in preference to truth, operates 
not only in making us choose the past rather than the 
present for our subjects, but it makes us falsify the present 
when we do take it for our subject. I said just now that 
portrait-painters were historical painters; — so they are; 
but not good ones, because not faithful ones. The begin- 
ning and end of modern portraiture is adulation. The 
painters cannot live but by flattery ; we should desert 
them if they spoke honestly. And therefore we can have 
no good portraiture ; for in the striving after that which is 
not in their model, they lose the inner and deeper nobleness 
which is in their model. I saw not long ago, for the first 
time, the portrait of a man whom I knew well, — a young 
man, but a religious man, — and one who had suffered 
much from sickness. The whole dignity of his features 
and person depended upon the expression of serene, yet 
solemn, purpose sustaining a feeble frame ; and the painter 
oy way of flattering him, strengthened him, and madf jiin 
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athletic in body, gay in countenance 'die in gesture; am 
the whole power and being of the man himself were lost 
And this is still more the case with our public portraits 
Yc 1 have a portrait, for instance, of the Duke of Welling 
ton at the end of the North Bridge, — one of the thousand 
equestrian statues of Modernism, — studied from the show- 
riders of the amphitheatre, with their horses on their hind- 
legs in the saw-dust.* Do you suppose that was the wa) 

• I intended this last sentence of course to apply to the thousand statues, 
not dcGuitely to the one in immediate question, which, though tainted 
with the modem affectation, and the nearest example of it to which I 
could refer an Edinburgh audience, is the work of a most promising 
sculptor ; and was indeed so far executed on the principles asserted in the 
text, that the Duke gave Mr. Steele a sitting on horseback, in order that 
his mode of riding might be accurately represented. This, however docs 
not render the following remarks in the text nugatory, as it may easily be 
imagined that the action of the Duke, exhibiting bis riding in his own 
grounds, would be different from his action, or inaction, when watching 
the course of a battle* 

I must also make a most definite exception in favour of Marochetti, who 
seems to me a thoroughly great sculptor ; and whose statue of Cmur dc 
Lion, though, according to the principle just stated, not to be considered 
.n historical work, is an ideal work of the highest beauty and value. Its 
erection in front of Westminister Hall will tend more to educate the 
publio eye and mind with respect to art, than anything we have done m 

LoudoD for ocaturiea 

. • . • • • 

April 2l8t-l stop the press in order to insert the following paragraph 
from t<^48y’s Times “ The Statue of Ciecb De Liox.— Y esterday mom- 
tag a number of workmen were engaged in pulling down the coat whict 
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the Duke sal when your destinies depended on him ? when 
the foam hung from the lips of his tired horse, and its wel 
limbs were dashed with the bloody slime of the battle- 
field, and he himself sat anxious in his quietness, grieved 
in his fearlessness, as he watched, scythe-stroke by scythe- 
stroke, the gathering in of the harvest of death? You 
would have done something had you thus left his image in 
the enduring iron, but nothing now. 

But the time has at last come for all this to be put an 
end to ; and nothing can well he more extraordinary than 
the way in which the men have risen who are to do it. 
Pupils in the same schools, receiving precisely the same 
instruction which for so long a time has paralysed every 
one of our painters, — these boys agree in disliking to copy 
the antique statues set before them. They copy them a.s 
they are bid, and they copy them better than any one else, 
they carry off prize after prize, and yet they hate iheii 
work. At last they are admitted to study from the life ; 
they find the life very different from the antique, and say 
so. Their teachers tell them the antique is the best, and 
they mustn’t copy the life. They agree among themselves 

placed Id New Palace Yard of the colossal eqaestrian statue of Richard 
Cceur de Lion. Sir C. Barrj was, we bcIicTe, opposed to the cost rcmaiu- 
Ing there anj louger, and to the putting up of the etatue itself on the 
same site, because it did not harmonize with the building. During the 
daj the horse and figure were removed, and before night the pedestal wa3 
demolished and taken awny.” 
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that they like the life, and that copy it they will. Thej 
do copy it faithfully, and their masters forthwith declare 
them to be lost men. Their fellow-students h!ss them 
whenever they enter the room. They can’t help it j they 
join hands and tacitly resist both the hissing and thr 
instruction. Accidentally, a few prints of the works ol 
Giotto, a few casts from those of Ghiberti, fall into theii 
hands, and they see in these something they never saw 
before — something intensely and everlastingly true. They 
examine farther into the matter ; they discover for them- 
selves the greater part of what I have laid before you to- 
night ; they form themselves into a body, and enter upon 
that crusade which has hitherto been victorious. And 
which will be absolutely and triumphantly victorious 
The great mistake which has hitherto prevented the public 
mind from fully going with them must soon be corrected. 
That mistake was the supposition that, instead of wishing 
to recur to the ■principles of the early ages, these men 
wished to bring back the ignorance of the early ages. 
This notion, grounded first on some hardness in their 
earlier works, which resulted— as it must always result— 
from the downright and earnest effort to paint nature as in 
a looking-glass, was fostered partly by the jealousy of thei. 
beater, competitors, and partly by the pure, perverse, and 
hopeless ignorance of the whole body of art-cntics, so 
called, connected with the press. No notion was evel 
more baseless or more ridiculous. It was asserted tha 
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the Pre-Raphaeliles did not draw well, in the face of the 
fact, that the principal inember of their body, fronn the 
time he entered the schools of the Academy, had literally 
encumbered himself with the medals, given as prizes foi 
drawing. It was asserted that they did not draw in per- 
spective, by men who themselves knew no more of per- 
spective than they did of astrology ; it was asserted that 
they sinned against the appearances of nature, by men 
who had never drawn so much as a leaf or a blossom from 
nature in their lives. And, lastly, when all these calum- 
nies or absurdities would tell no more, and it began to be 
forced upon men’s unwilling belief that the style of the 
Pre-Raphaelites was true and was according to nature, the 
last forgery invented respecting them is, that they copy 
photographs. You observe how completely this last piece 
of malice defeats all the rest. It admits they are true tc 
nature, though only that it may deprive them of all merit 
in being so. But it may itself be at once refuted by the 
bold challenge to their opponents to produce a Pre- 
Raphaelite picture, or anything like one, by themselves 
copying a photograph. 

Let me at once clear your minds from all these doubts, 
and at once contradict all these calumnies. 

Pre-Raphaelitisin has but one principle, that of absolute 
uncompromising truth in all that it does, obtained by 
vorking everything, down to the most minute detail, from. 
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nature, and from nature only.* Every Pre-Raphaelitf 
landscape background is painted to the last touch, in the 
open air, from the thing itself. Every Pre-Raphaelite 
figure, however studied in expression, is a true portrait of 
some living person. Every minute accessory is painted in 
the same manner. And one of the chief reasons for tlie 
violent opposition with which the school has been attacked 
by other artists, is the enormous cost of care and laboui 
which such a system demands from those who adopt it 
in contradistinction to the present slovenly and imperfect 
style. 

This is the main Pre-Raphaelite principle. But the 
battle which Us supporters have to fight is a hard one; 
and for that battle they have been fitted by a very peculiar 
character. 

You perceive that the principal resistance they have to 
make is to that spurious beauty, whose attractiveness had 
tempted men to forget, or to despise, the more noble 
quality of sincerity : and in order at once to put them 


• Or, where imegieslioa is oeecssaril, trusted to, b, always endeavour 
Ing to coueeive a fact as it really was likely to have happened, rather than 
as it most prettily might have happened. The various members of tbs 
school are not all equally severe in carrying out its priueiples, some of 
them trusting their memory or fancy very far ; only aU agreeing in the 
effort to make their memories so accurate as to seem like portraiture, anf 
Iheir fanoj 60 probable oa to ecem like memory. 
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beyond the power of temptation frcm tliia beauty, thcii 
are, as a body, characterized by a total absence of senai 
bility to the ordinary and popular forms of artistic grace 
fulness ; while, to all that still lower kind of preltiness, 
which regulates the disposition of our scenes upon the 
stage, and which appears in our lower art, as in our 
annuals, ^ur common-place portraits, and statuary, the 
Pre-Raphaelites are not only dead, but they regard it with 
a contempt and aversion approaching to disgust. This 
character is absolutely necessary to thein in the present 
time ; but it, of course, occasionally renders their work 
comparatively unpleasing. As the school becomes les.s 
aggressive, and more authoritative, — which it will do, — 
they will enlist into their ranks men who will work, 
mainly, upon their principles, and yet embrace more of 
those characters which are generally attractive, and this 
great ground of offence will be removed. 

Again ; you observe that, as landscape painters, their 
principles must, in great part, confine them to mere fore- 
ground work ; and singularly enough, that they may not 
be tempted away from this work, they have been borne 
with comparatively little enjoyment of those evanescent 
effects and distant sublimities which nothing but the 
memory can arrest, and nothing but a daring conven 
tionalism portray. But for this work they are not needed 
Turner had done it before them ; he, though his capacity 
embraced everything, and though he would sometimes, ic 
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his foregrounds, paint the spots upon a dead trout, and the 
dyes upon a butterfly’s wing, yet for the most part 
delighting to begin at that very point where Pre-Raphael- 
itism becomes powerless. 

Lastly The habit of constantly carrying everytlyng 
up to the utmost point of completion deadens the Pre* 
Raphaelitcs in general to the merits of men who, with an 
equal love of truth up to a certain point, yet express them- 
selves habitually with speed and power, rather than with 
finish, and give abstracts of truth rather than total truth. 
Probably to the end of time artists will more or less be 
divided into these classes, and it will be impossible to 
make men like Millais understand the merits of men like 
Tintoret ; but this is the more to be regretted because the 
Pre-Raphaelites have enornoous powers of imagination, as 
well as of realisation, and do not yet themselves know of 
how much they would be capable, if they sometimes 
worked on a larger scale, and with a less laborious finish. 

With all their faults, their pictures are, since Turner’s 
death, the best— incomparably the best— on the walls of 
(he Royal Academy ; and such works as Mr. Hunt’s 
Claudio and Isabella have never been rivaUed, in some 
respects never approached, at any other period of art. 

This I believe to be a most candid statement of all then 
faults and all their deficiencies ; not such, you perceive, 
as are likely to arrest their progress. The “ magna esi 
veritas” was never more sure of accomplishment than b, 
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hese men. Their adversaries have no chance wXh tl»em 
They will gradually unite their influence with whatevei 
*s true or powerful in the reactionary art of other countries ; 
and on their works such a school will be founded as shall 
justify the third age of the world’s civilisation, and render 
it as great in creation as it has been in discovery. 

And now let me remind you but of one thing more. As 
you examine into the career of historical painting, you 
will be more and more struck with the fact I have this 
evening staled to you, — that none was ever truly great 
but that which represented the living forms and daily 
deeds of the people among whom it arose; — that all 
precious historical work records, not the past but the 
present. Remember, therefore, that it is not so much in 
buying pictures, as in being pictures, that you can encour 
age a noble school. The best patronage of art is not that 
which seeks for the pleasures of sentiment in a vague 
ideality, nor for beauty of form in a marble image ; but 
that which educates your childien into living heroes, and 
binds down the flights and the fcndnesscs of the heatt intc 
practical duty and faithful devot on. 


ADDENDA 


TO 

THE FOURTH LECTURE. 


I COULD not enter, in a popular lecture, upon one 
.iitricate and difficult question, closely connected witli the 
subject of Pre-Raphaelitism — namely, the relation oi 
invention to observation ; and composition to imitation 
It is still less a question to be discussed in the compass 
of a note : and I must defer all careful examination of it 
to a future opportunity. Nevertheless, it is impossible to 
leave altogether unanswered the 6rst objection which is 
now most commonly made to the Pre-Raphaelite work, 
namely, that the principle of it seems adverse to all 
exertion of imaginative power. Indeed, such an ohjectiun 
sounds strangely on the lips of a public who have been in 
the habit of purchasing, for hundreds of pounds, small 
squares of Dutch canvas, containing only servile imitations 
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of the coarsest nature. It is strange that an imitation of 
a cow’s head by Paul Potter, or of an old woman’s by 
Ostade, or of a scene of tavern debauchery by Teniers, 
should be purchased and proclaimed for high art, whil** 
the rendering of the most noble expressions of human 
feeling in Hunt’s Isabella, or of the loveliest English land- 
scape, haunted by sorrow, in Millais’ Ophelia, should be 
declared “puerile.” But, strange though the utterance 
of it be, there is some weight in the objection. It is true 
that so long as the Pre-Raphaelites only paint from 
nature, however carefully selected and grouped, their 
pictures can never have the characters of the highest class 
of compositions. But, on the other hand, the shallow and 
conventional arrangements commonly called “ composi- 
tions” by the artists of the present day, are infinitely 
farther from great art than the most patient work of the 
Pre-Raphaelites. That work is, even in its humblest 
form, a secure foundation, capable of infinite superstruc- 
ture ; a reality of true value, as far as it reaches, while 
the common artistical effects and groupings are a vain 
effort at superstructure without foundation — utter negation 
and fallacy from beginning to end. 

But more than this, the very faithfulness of the Pre 
Raphaelites arises from the redundance of their ima<nna 
five power. Not only can all the members of the school 
compose a thousand times better than the men who pretend 
to look down upon them, but I question whether even the 
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greatest men of old limes possessed more exhaustless 
invenliori than either Millais or Rossetti ; and it is partly 
ihe very ease with which they invent which leads them to 
despise invention. Men who have no imagination, but 
have learned merely to produce a spurious resemblance of 
its results by the recipes of composition, are apt to value 
themselves mightily on their concoctive science ; but the 
man whose mind a thousand living imaginations haunt, 
every hour, is apt to care too little for them; and to long 
for the perfect truth which he finds is not to be come at so 
easily. And though [ may perhaps hesitatingly admit that 
it is possible to love this truth of reality too intensely, yet 
1 have no hesitation in declaring that there is no hope for 
those who despise it, and that the painter, whoever he be, 
who despises the pictures already produced by the Pre- 
Raphaelites, has himself no capacity of becoming a great 
painter of any kind. Paul Veronese and Tintoret them- 
selves, without desiring to imitate the Pre-Raphaelite 
work, would have looked upon it with deep respect, as 
John Bellini looked on that of Albert Durer; none but 
the ignorant could be unconscious of its truth, and none 
but the insincere regardless of it. How far it is possible 
for men educated on the severest Pre-Raphaelite principles 
10 advance from their present style into that of the great 
schools of composition, I do not care to inquire, for at this 
period such an advance is certainly not desirable. Of 
great compositions we have enough, and more than enough 
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and it would be well for the world if it were willing to 
take some care of those it has. Of pure and nranly truth 
of stern statement of the things done and seen around us 
daily, we have hitherto had nothing. And in art, as in all 
other things, besides the literature of which it speaks, that 
sentence of Carlyle is inevitably and irreversibly true : — 
“ Day after day, looking at the high destinies which yet 
await literature, which literature will ere long address 
herself with more decisiveness than ever to fulfil, it grows 
clearer to us that the proper task of literature lies in the 
domain of Belief, within which, poetic fiction, as it is 
charitably named, will have to take a quite new figure, if 
allowed a settlement there. Whereby were it not reason 
able to prophecy that this exceeding great multitude of 
novel writers and such like, must, in a new generation, 
gradually do one of two things, either retire into nurseries, 
and work for children, minors, and semifatuous persons of 
both sexes, or else, what were far belter, sweep their 
novel-fabric into the dust cart, and betake them, with such 
faculty as they have, to understand and record what is true, 
of which surely there is and for ever will be a whole 
infinitude unknown to us, of infinite importance to us. 
Poetry w’ill mure and more come to be understood as 
nothing but higher knowledge, and the only genuine 
Romance for grown persons, Reality.” 

As I was copying this sentence, a pamphlet was pul 
into my hand, written hy a clergyman, denouncing “Woe 
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woe, woe ! to exceedingly youn«‘ men of stubborn instincts 
calling themsehes Pre-Raphaelites.” * 

I thank God that the Pre-Raphaelites are yojng, and 
that strength is still with them, and life, with all the wai 
of it, still in front of them. Yet Everett Millais is this 
yeai ol the exact age at which Raphael painted the 
Disputa, his greatest work ; Rossetti and Hunt are both 
of them older still, — nor is there one member of the body 
so young as Giotto, when he was chosen from among the 
painters of Italy to decorate the Vatican. But Italy, in 
her great period, knew her great men, and did not “despise 
their youth.” It is reserved for England to insult the 
strength of her noblest children — to wither their warm 
enthusiasm early into the bitterness of patient battle, and 
leave to those whom she should have cherished and aided, 
ifo hope but in resolution, no refuge but in disdain. 

Indeed it is woeful, when the young usurp the place, 
or despise the wisdom, of the aged ; and among the many 
dark signs of these times, the disobedience and insolence 
of youth are among the darkest. But with whom is the 
fault 1 Youth never yet lost its modesty where age had 
not lost its honour ; nor did childhood ever refuse .1. 
reverence, except where age had forgotten correction 


. Art ita Constitution .nd Capacities 4c. b, the Rev. Edward Tonag, 
M A. The phnase “ exceediogl, young men, of stubborn inatiocta.” b,N 
twice quoted (oaremlly caolnding the oontcat) from mypmnphlet on Pro 
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The cry, “ Go up thou bald head,” will never be heard in 
the land which remembers the precept, “ See that ye 
despise not one of these little ones and although indeed 
youth may become despicable, when its eager hope is 
changed into presumption, and its progressive power into 
arrested pride, there is something more despicable still, »n 
the old age which has learned neither judgment nor gentle- 
ness, which IS weak without charity, and cold without 
discretion. 


THE END. 
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THE STUDY OF ARCHITECTURE. 


I supposB there is no man who, permitted to address, for the 
Brst time, the Institute of British Arcliitects, would not feel 
himself abashed and restrained, doubtful of his claim to be 
heard by them, even if he attempted only to describe what 
had come under his personal observation, much more if on 
the occasion he thought it >Vould be expected of him to 
toucD upon any of the general principles of the art of archi- 
tecture before its principal English masters. 

But if any more than another should feel thus abashed, it 
is certainly one who has first to ask their pardon for the petu- 
lance of boyish expressions of partial thought ; for ungrace- 
ful advocacy of principles which needed no support from 
him, and discourteous blame of work of which he had never 
felt the difiSculty. 

Yet, when T ask this pardon, gentlemen—and I do it sin 
ccrely and in shame — it is not as desiring to retract anything 
in the general tenor and scope of what I have hitherto tried 
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to say. Permit me the pain, and the apparent impertinence, 
of speaking for a moment of my own past work ; for it is 
necessary that what I am about to submit to you to-night 
should be spoken in no disadvantageous connexion witli that ; 
and yet underwood as spoken in no discordance of purpose 
with that. Indeed, there is much in old work of mine which 
[ could wish to put out of mind. Reasonings, perhaps not 
in themselves false, but founded on insufficient data and 
imperfect experience — eager preferences, and dislikes, depen- 
dent on cliance circumstances of association, and limitations 
of sphere of labour : but, while I would fain now, if I could, 
modify tlie applications, and chasten the extravagance ol my 
writings, let me also say of them that they were the expres- 
sion of a delight in the art of architecture which was too 
intense to be vitally deceived, and of an inquiry too honest 
and eager to be without some useful result; and I only wish 
I had now time, and strength, and power of mind, to carry 
on, more worthily, the main endeavour of my early work. 
That main endeavour has been throughout to set forth the life 
of the individual human spirit as modifying the applieation 
of the formal laws of arehiteetare, no less than of .all other 
arts ; and to show that the power and advance of this art, 
even’ in conditions of formal nobleness, were dependent on its 
just association tvith sculpture as a means of expressing the 
beauty of natural forms : and I the more boldly ask you, 
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permission to insist somewhat on this main meaning of iny 
past work, because there are many buildings now rising in 
the streets of London, as in other cities of England, whici 
appear to be designed in accordance with this principle, and 
which are, I believe, more offensive to all who thoughtfully 
concur with me in accepting the principle of Naturalism than 
(hey are to the classical architect to whose modes of design 
they are visibly antagonistic. These buildings, in which the 
mere cast of a flower, or tlie realization of a vulgar face, 
carved without pleasure by a workman who is only endea- 
vouring to attract attention by novelty, and then fastened on, 
or appearing to be fastened, as chance may dictate, to an 
arch, or a pillar, or a wall, hold such relation to nobly natu- 
ralistic architecture as common sign-painter’s furniture land 
scapes do to painting, or commonest wax-work to Greek 
sculpture; and the feelings with which true naturalists regard 
such buildings of this class are, as nearly as might be, what 
a painter would experience, if, having contended earnestly 
against conventional schools, and having asserted that the 
Greek vase-painting, and Egyptian waU painting, and Media;, 
val glass-painting, though beautiful, all, in their place and 
-vay, were yet subordinate aids, and culminated only in per- 
fectly naturalistio work such ns Raphael’s in fresco, and 
Titian’s on canvas ;-if, I say, a painter, fixed in snoh faith 
in an entire, intellectual, and manly truth, and maintaining 
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that an Egyptian profile of a head, however decorativelj 
applicable, was only noble for such human truth as it con 
tjiined, aud was imperfect and ignoble beside a work of 
Titian’s, were shown, by his antagonist, the colored dagner- 
reotype of a human body in its nakedness, and told tliat it 
was art such as that which he really advocated, and to sucli 
art that his principles, if carried out, would finally lead. 

And because this question lies at the very root of the 
organization of the system of instruction for our youth, I 


venture boldly to express the surprise and regret with which 
I see our schools still agitated by assertions of the opposi- 
tion of Naturalism to Invention, and to the higher conditions 


of art. 


Even in this very room I believe there has lately 


been question whether a sculptor 


should look at a real living 


creature of which he had to carve the image. I would 


answer in one sense, — no ; that is to say, he ought to carve no 
living creature while he still needs to look at it. If we do 
not know what a human body is like, we certainly had better 
look, and look often, at it, before we carve it ; but if we 
already know the human likeness so well that we can carve it 
bv Ught of memory, we shall not need to ask whether we 
ought now to look at it or not ; and what is true of man is 
true of all other creatures and organisms— of bird, and 
beast, and leaf. No assertion is more at variance with thf 
laws of classical as well as of subsequent art than the com 
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tnon one that species should not be distinguished in great 
design. We might as well say that we ought to carve a man 
so as not to know him from an ape, as that we should carve 
a lily so as not to know it from a tMstle. It' is difficult for 
me to conceive how this can be asserted in the presence of 
any remains either of great Greek or Italian art. A Greek 
looked at a cockle'Shell or a cuttle-fish ■ os carefully as he 
.ooked at an Olympic conqueror. The eagle of Elis, the 
lion of Velia, the horse of Syracuse, the bull of Thurii, tlie 
dolphin of Tarentum, the crab of Agrigentum, and the craw- 
6sh of Catana, are studied as closely, every one of them, as 
the Jimo of Argos, or Apollo of Clazomenae. Idealism, so 
far from being contrary to special truth, is the very abstrac- 
tion of specialty from everything else. It is the earnest 
statement of the characters which make rnan man, and cockle 
cockle, and flesh flesh, and fish fish. Feeble thinkers 
indeed, always suppose that distinction of kind involves 
meanness of style ; but the meanness is in the treatment, not 
in the distinction. There is a noble way of carving a man, 
and a mean one ; and there is a noble way of carving a 
beetle, and a mean one ; and a great sculptor carves his scara 
baeue grandly, as he carves his king, while a mean sculptor 
makes vermin of both. And it is a sorrowlEul truth, yet a 
sublime one, that this greatness of treatment cannot be 
taught by talking about it. No, nor even by enforced imi- 
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tative practice of it. Men treat their subjects nobly onl) 
when they themselves become noble; not till then. And 
that elevation of their own nature is assuredly not to bo 
effected by a course of drawing from models, however weL 
chosen, or of listening to lectures, however well intended. 

Art, national or individual, is the result of a long course 
of previous life and training ; a necessary result, if that life 
has been loyal, and an impossible one, if it has been base. 
Let a nation be healthful, happy, pure in its enjoyments, 
brave in its acts, and broad in its affections, and its art will 
spring round and within it as freely as the foam from a foun- 
tain ; but let the springs of its life be impure, and its course 
polluted, and you will not get the bright spray by treatises 
on the mathematical structure of bubbles. 

And I am to-night the more restrained in addressing you, 
because, gentlemen — I tell you honestly — I am weary of aL 
writing and speaking abont art, and most of my own. No 
good is to be reached that way. The last fifty years have, iu 
every civilized country of Europe, produced more brilliant 
thought, and more subtle reasoning about art, than the five 
thousand before them ; and what has it all come to ? Do not 
let it be thought that I am insensible to the high merits of 
much of onr modem work. It cannot be for a moment sup 
posed that in speaking of the inefficient expression of the 
doctrines which writers on art have tried to enforce, I waa 
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thinking of such Gothic as has been designed and budt by 
Ml-. Scott, Mr. Butterfield, Mr. Street, Mr. Wateihouse, Mr. 
Godwin, or my dead friend, Mr. Woodward, riieir woik 
has been original and independent. So far as it is good, it 
has been founded on principles learned not from books, but 
by Btiuly of the monuments of the great schools, developed 
by national grandeur, not by philosophical speculation. But 


I am entirely assured that those who have done best among 
us are the least satisfied with what tlicy have done, and will 
admit a sorrowful concurrence in my belief that the spirit, or 
rather, I should say, the dispirit, of the age, is heavily 
against them ; that all the ingenious writing or thinking 
which is so rife amongst us has failed to educate a public 
capable of taking true pleasure in any kind of art, and that 
the best designers never satisfy their own requirements of 
themselves, unless by vainly addressing another temper of 
mind, and providing for another maimer of life, than ours. 
All lovely architecture was designed for cities in cloudless 
air; for cities in which piaosas and gardens opened in bright 
populousness and pence; cities built that men might live 
happily in them, and take delight daily in each other’s pre- 
sence and powers. But our cities, built in black air, which, 
by its accumulated foulness, firet renders all ornament invisi- 
ble in distance, and then chokes its interstices with soot j 

cities which are mere crowded masses of store, and ware- 

l* 
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house, and counter, and are therefore to the rest of the 
world what the larder and cellar are to a private house; 
cities in which the object of men is not life, but labour; and 
in which all chief magnitude of edifice is to enclose machi- 
nery ; cities in which the streets are not the avenues for the 
passing and procession of a happy people, but the drains for 
the discharge of a tormented mob, in which the only object 
in reaching any spot is to be transferred to another; in which 
existence becomes mere transition, and every creature is only 
one atom in a drift of human dust, and current of inter- 
changing particles, circulating here by tunnels under ground, 
and there by lubes in the air ; for a city, or cities, such as 
this, no architecture is possible — nay, no desire of it is possi 
ble to their inhabitants. 

One of the most singular proofs of the vanity of all hope 
that conditions of art may be combined with the occupations 


. of Buch a city, has been given lately in the design of the new 
'iron bridge over the Thames at Blackfriars. Distinct 
attempt has been there made to obtain architectural effect on 
a grand scale. Nor was there anything in the nature of the 
work to prevent such an effort being successfiil. It is not an 
edifice’s being of iron, or of glass, or thrown into new forms, 
denmnded by new purposes, which need hinder its bemg 
beautiful. But it is the absence of all desire of beauty, of 
all joy in fancy, and of all freedom in thought. If a Greek. 
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or Egyptian, or Gothic architect had been required to design 
such a bridge, he would l)ave looked instantly at the main 
conditions of its structure, and dwelt on them with the 
delight of imairination. He would have seen that the main 
thing to be done was to hold a horizontal group of iron rods 
steadily and straight over stone piers. TI»en he would have 
said to himself (or felt without saying), “ It is this holding, 
— this grasp, — this securing tenor of a thing which might bo 
shaken, so that it cannot be shaken, on wliieh I have to 
insist.’* And he would Itave put some life into those iron 
tenons. As a Greek put human life into his pillars and pro- 
duced the caryatid ; and an Egyptian lotus life into his 
pillars, and produced the lily capital : so here, either of them 
would have put some gigantic or some angelio life into those 
colossal sockets. He would perhaps have put vast winged 
statues of bronze, folding their wings, and grasping the iron 
rails with their hands; or monstrous eagles, or serpents 
holding with claw or coil, or strong four-footed animals 
couchant, bolding with the paw, or in fierce action, holding 
with teeth. Thousands of grotesque or of lovely thoughts 
would have risen before him, and the bronze forms, animal or 
human, would have signified, either in symbol or in legend, 
whatever might be gracefully told respecting the purposes ot 
the work and the districts to which it conducted. Whereas, 
now, the entire invention of the designer seems to have 
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exhausted itself in exaggerating to an enormous size a weak 
form of iron nut, and in conveying the information upon it. 
in large letters, that it belongs to the London, Chatham, and 
Dover Kailway Company. I believe then, gentlemen, that if 
there were any life in the national mind in such respects, it 
would be shown in these its most energetic and costly works. 
But that there is no such life, notliing but a galvanic restless- 
ness and covetousness, with which it is for the present vain 
to strive ; and in the midst of which, tormented at once by 
its activities and its apathies, having their work continually 
thrust aside and dishonoured, always seen to disadvant;ige, 
and overtopped by huge masses, discordant and destructive, 
even the best architects must be unable to do justice to their 
own powers. 

But, gentlemen, while thus the mechanisms of the age pre- 
vent even the wisest and best of its artists from producing 
entirely good work, may we not reflect with consternation 
wliat a marvellous ability the luxury of the age, and the very 
advantages of education, confer on the unwise and ignoble 
for the production of attractively and infectiously bad work, 
r do not think that this adverse influence, necessarily aflech 
ing all conditions of so-called eivilizatio.t, has been cve, 
onougl. considered. It is impossible to calculate the powet 
of tlie false workman in an advanced period of national life, 
not the temptation to all workmen to becortte false. 
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Fii'st, there is the iiTcsistible appeal to vanity. There is 
liardly any temptation of the kind (there cannot he) while 
the arts arc iu progress. The best men must then always bo 
ashamed of themselves; they never can be satisfied with 
their work absolutely, but only as it is progressive. Take, 
for instance, any archaic head intended to be beautiful ; say, 
the Attic Athena, on the early Arothusa of Syracuse. In 
that, and in all archaic work of promise, there is much that 
is inefficient, much that to us appears ridiculous— but nothing 
sensual, nothing vain, nothing spurious or imitative. It is a 
child’s work, a childish nation’s work, but not a fool's work. 
You find in children the same tolerance of ugliness, the same 
eager and innocent delight in their own work for the 
moment, however feeble ; but next day it is thrown aside, 
and something better is done. Now, in this careless play, a 
child or a childish nation differs inherently from a foolish 
educated person, or a nation advanced in pseudo-civilization. 
The educated person has seen all kinds of beautiful things, 
of which he would fain do the like — not to add to their num- 
ber— but for his owp vanity, that he also may be called an 
artist. Here is at once a singular and fatal difference. The 
childish nation sees nothing in its own past work to satisfy 
Itself. It IS pleased at having done this, but wants something 
better; it is struggling forward always to reach this better, 
this ideal conception. It wants more beauty to look at, it 
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wants more subject to feel. It calls out to all its artists — 
stretching its hands to them as a little child does — “Oh, if 
you would but tell me another story,” — “ Oh, if I might but 
nave a doll with bluer eyes.” That’s the right temper to 
work in, and to get work done for you in. But the vain, 
aged, highly-educated nation is satiated with beautiful things 
— it has myriads more than it can look at ; it has fallen into 
a habit of inattention ; it passes weary and jaded through 
galleries which contain the best fruit of a thousand years of 
human travail; it gapes and shrugs over them, and pushes its 
way past them to the door. But there is one feeling that Is 
always distinct; however jaded and languid we may be in all 
other pleasures, we ai e never languid in vanity, and we would 
still paint and carve for fame. What other motive have the 
nations of Europe to-day ? If they wanted art for art’s sake, 
they would take care of what they have already got. But at 
this instant the two noblest pictures in Venice are lying 
rolled up in out-houses, and the noblest portrait of Titian in 
existence is hung forty feet from the ground. We have 
absolutely no motive but vanity and the love of money— no 
others, as nations, than these, whatever we may have as indi- 
viduals. And as the thirst of vanity thus increases, so the 
temptation to it. There was no fame of artists in tliese 
archaic days. Every year, every hour, saw some one rise to 
surpass what had been done before. And there was always 
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betxer work to be lono, but never any credit to be got by iu 
The artist lived in an atmosphere of perpetual, wholesome, 
inevitable eclipse. Do as well as you choose to-day, — make 
the whole Borgo dance with delight, they would dance to a 
better man’s pipe to-raorrow. Credette Cimahue nella pit- 
tura^ tener lo campo^ et ora ha Giotto il grido. This was the 
fate, the necessary fate, even of the strongest. They could 
only hope to be remembered as links in an endless chain. 
For the weaker men it was no use even to put their name on 
their works. They did not. If they could not work for joy 
and for love, and take their part simply in the choir of human 
toil, they might throw up their tools. But now it is far 
otherwise— now, the best having been done — and for a couple 
of hundred years, the best of us being confessed to have 
come short of it, everybody thinks that he may be the great 
man once again ; and this is certain, that whatever in art is 
done for display, is invariably wrong. 

But, secondly, consider the attractive power of false art, 
completed, as compared with impertect art advancing to 
completion. Archaic work, so far as faultful, is repulsive ; 
but advanced work is, in all its faults, attractive. The 
moment that art has reached the point at which it becomes 
sensitively and delicately imitative, it appeals to a new 
audience. From that instant it addresses the sensualist and 
the idler. Its deceptions, its successes, its subtleties, become 
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interesting to every condition of folly, of frivolity, and o( 
vice. And this new audience brings to bear upon the art in 
which its foolish and wicked interest has been unhappily 
wakened, the full power of its riches : the largest bribes of 
old as well as of praise arc offered to the artist who will 
oetray liis art, until at last, from the sculpture of Phidias and 
fresco of Luini, it sinks into the cabinet ivory and the picture 
kept under lock and key. Between these highest and loxvest 
types, there is a vast mass of merely imitative and delicately 
sensual sculpture ; veiled nymphs — chained slaves — soft god- 
desses seen by rose-light tlirougli suspended curtains— draw- 
ing-room portraits and domesticities, and such like, in which 
the interest is either merely personal and sel6sh, or draraatio 
and sensational ; in either case, destructive of the power of 
the public to sympathize with the aims of great architects. 

Gentlemen, I am no Puritan, and have never praised or 
advocated Puritanical art. The two pictures which I would 
last part with out of our National Gallei y, if there were 
question of parting with any, would be Titian’s Bacchus and 
Correggio’s Venus. But the noble naturalism of those was 
the fr.it of ages of previous courage, continence, and roli 
gi„„_it w.as the fulness of passion in the life of a Bnlomarl 
But the mid age and old age of nations is not Uke the mid age 
or old age of noble women. National decrepitude must be 
oriminaL N.ational death can only be by disease, and yet il 
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16 almost impossible, out of the history o! the art of iiaiions, 
to elicit ttte true conditions relating to its decline in any 
demonstrable manner. The history of Italian art is that of a 
struggle between superstition and naturalism on one side, 
between continence and sensuality on another. So far ns 
naturalism prevailed over superstition, there is always pro- 
gress; 80 far as sensuality over chastity, death. And the 
two contests are Binuiltancons. It is im))ossiblc to distin- 
guish one victory from the other. Observe, however, F say 
victory over superstition, not over religion. Lot me carefully 
define the difference. Superstition, in all times and among 
all nations, is the fear of a spirit whose passions arc those of 
a man, whose acts arc the acts of a man ; who is present in 
some places, not in others ; who makes some places lioly, and 
not others ; who is kind to one person, unkind to another ; 
who is pleased or angry accordmg to the degree of attention 
you pay to him, or praise you refuse to liirn ; who is hostile 
generally to human pleasure, but may be bribed by saorifico 
of a part of that pleasure into permitting the vest. This, 
whatever form of faith it colours, is the essence of superstition. 
And religion is the belief in a Spirit whose mercies are over 
all His works — who is kind even to the unthankful and the 
evil ; who is everywhere present, and therefore is in no place 
to be sought, and in no place to be evaded; to whom all 
creatures, times, and things are everlastingly holy, and who 
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claims — not tithes of wealth, nor sevenths of days — but all 
the wealth that we liave, and all the days that we live, and 
all the beings that we are, but who claims that totality 
because He delights only in the delight of His creatures; and 
because, therefore, the one duty that they owe to Him, and 
tlic only service they can render Him, is to be happy. A 
Spirit, therefore, whose eternal benevolence cannot be 
angered, cannot be appeased ; whose laws are everlasting 
and inexorable,, so that heaven and earth must indeed pass 
away if one jot of them failed : laws which attach to every 
wrong and error a measured, inevitable penalty; to eveiy 
rightness and prudence, an assured reward; penalty, of which 
the remittance cannot be purchased ; and reward, of which 

the promise cannot be broken. 

And thus, in the liistory of art, we ought continuaUy to 
endeavour to distinguish (while, except in broadest lights, it 
is impossible to distinguish) the work of reUgion from that of 
snperstitio -, and the work of reason from that of infidelity. 
Religion devotes the artist, hand and mind, to the service of 
the gods ; superstition makes him the slave of ecelesiastie.al 
pride, or forbids his work altogether, in terror or disdain. 
Religion perfects the form of the divine statue ; superstition 
distorts it into ghastly grotesque. Keligion conU.nplates the 
gods as the lords of healing and life, surrounds them with 
glory of affectionate service, and festivity of i ure human 
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beauty. Superstition contemplates its idols as lords of deatli, 
appeases them with blood, and vows itself to them in tortm e 
and solitude. Religion proselytizes by love, superstition by 
war ; religion teaches by example, superstition by persecu- 
tion. Religion gave granite shrine to the Egyptian, golden 
tejiiple to the Jew, sculptured corridor to the Greek, pillared 
aisle and frescoed wall to the Christian. Superstition made 
idols of the splen«lours by which religion had spoken : reve- 
renced pictures and stones, instead of truths ; letters and laws 
instead of acts; and for ever, in various madness of fantastic 


desolation, kneels in the temple while it crucifies the Christ. 

On the other hand, to reason resisting superstition, we owe 
the entire compass of modem energies and sciences : the 
healthy laws of life, and the, possibilities of future progress. 
But to infidelity resisting religion (or which is often enough 
the case, taking the mask of it), we owe sensuality, cruelty 
and war, insolence and avarice, modem political economy, 
life by conservation of forces, .and salvation by every man’s 
looking after his own interests ; and generally, whatsoever 
of gudt, and folly, and death, there is abroad among us. 
And of the two, a thousand-fold rather let us retain some 


colour of superstition, so that we may keep also 


some 


strength of reli^on, than comfort ourselves with colour of 


reason for the desolation of godlesaness. I would say to 
every youth who entered our schools— be a Mah.>metan, a 
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Diiiiia-worshipper, a Fire-worshipper, Root-worshipper, if 
foil will ; but at least be so much a man as to Uiiow what 
«^orship means. I had rather, a millioii'fold rather, see you 
jne of those “ quibus ha5c nascuntur in hortis numina,” than 
one of those quibus hseo non nascuntur in cordibus lumina ; 
and who are, by everlasting orphanage, divided from the 
Father of Spirits, who is also the Father of lights, from 
wliom comoth every good and perfect gift. 

“ So much of man,” I say, feeling profoundly that all right 
exer'cise of any human gift, so descended from the Giver of 
good, depends on the piimary formation of the character of 
true manliness in the youth, — that is to say, ot a majestic, 
grave, and deliberate strength. How strange the words 
sound; how little does it seepi possible to conceive of 
majesty, and gravity, and deliberation in the daily track of 
modern life. Yet, gentlemen, we need not hope that our 
work will be majestic if there is no majesty in ourselves. 
The word “manly” has come to mean practically, among us, 
a schoolboy’s character, not a man’s. We are, at our best, 
thonghtlessly impetuous, fond of adventure and excitement ; 
curious in knowledge for its novelty, not for its system and 
results ; faithful and affectionate to those among whom we 
arc by chance cast, but gently and calmly insolent to stran- 
gers ; we are stupidly conscientious, and instinctively brave, 
and always ready to cast away the lives we take no pams to 
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make valuable, in causes of which we have never ascertained 
the justice. This is our highest type — notable peculiarly 
among nations for its gentleness, together with its courage; 
but in lower conditions it is especially liable to degradation 
by its love of jest and of vulgai’ sensation. It is against this 
fatal tendency to vile play that we have chiefly to contend. 
It is the spirit of Milton’s Comus; bestial itself, but having 
power to arrest and paralyze all who come within its 
influence, even pure creatures sitting helpless, mocked by it 
on their marble thrones. It is incompatible, not only with all 
greatness of character, but with all true gladness of heart, 
and it develops itself in nations in proportion to their degra- 
dation, connected with a peculiar gloom and a singular ten- 
dency to play with death, which is a morbid reaction from 
the morbid excess. 

A book has lately been published ou the Mythology of the 
Rhine, with illustrations by Gustave Dor6. The Rhine god 
is represented in the vignette title-page with a pipe in one 
hand and a pot of beer in the other. You cannot liave a 
more complete type of the tendency which is chiefly to be 
dreaded in this age than in this conception, ns opposed to 
any possibility of representation of a river-god, however 
playful, in the mind of a Greek painter. The example is the 
more notable because Gustave Dor6*s is not a common mind, 
and, if born in any other epoch, he would probably have 


22 


THE STUDY OP ARCHITECTURE. 


done vnl liable (though never first-rate) work ; but by glano 
ing (it will be impossible for you to do more than glance) at 
Ins illustrations of Balzac’s “Contes Drolatiques,” you will 
spe further how this “drolatique,” or semi-comic mask, is, in 
I he truth of it, the mask of a skull, and how the tendency to 
burlesque jest is both in France and England only an efferves- 
cence from the cloaca maxima of the putrid instincts which 
fasten themselves on national sin, and are in the midst of the 
luxury of European capitals, what Dante meant when he 
wrote, quel mi sveglio col jnizzo^ of the body of the Wealth- 
Siren ; the mocking levity and mocking gloom being equally 
signs of the death of the soul ; just as, contrariwise, 
a passionate seriousness and passionate joyfulness are signs 
of its full life in works such as those of Angelico, Luini, 

Ghiberti, or La Robbia. 

It is to recover this stern seriousness, this pure and thrill 
ing joy, together with perpetual sense and spiritual presence, 
that all true education of youth must now be directed. This 
seriousness, this passion, this universal human religion, are 
the first principles, the true roots of all art, as they are of all 
doing, of all being. Get this me viva first and all great 
work will follow. Lose it, and your schools of art will stand 
among other living schools as the frozen corpses stand by the 
winding stair of the St. Michael’s Convent of Mont Cenis, 
holding their hands stretched out under their shrouds, as if 
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beseeching the passer-by to look upon the wasting of their 
death. 

And all the higher branches of teclmical teaching arc vain 
without this ; nay, are in some sort vain altogether, for they 
are superseded by this. You may teacli imitation, because 
the meanest man can imitate ; but you can neither teach ideal 
ism nor composition, because only a great man can choose, 
conceive, or compose ; and he does all these necessarily, and 
because of liis nature. His greatness is in his choice of things, 
in Ids analysis of them; and his combining powers involve 
the totality of his knowledge in life. His methods of obser- 
vation and abstraction are essential habits of his thought, con- 
ditions of his being. If he looks at a human form he recog- 
nises the signs of nobility in it, and loves them — bates what- 
ever is diseased, frightful, sinful, or designant of decay. All 
ugliness, and abortion, and fading away ; all signs of vice 
and foulness, he turns away from, as inherently diabolic and 
honible ; all signs of unconquered emotion he regrets, as 
weaknesses. He looks only for the calm purity of the 

human creature, in Uving conquest of its passions and of 
fate. 

That is idealism ; but you cannot teach any one else tha 
preference. Take a man who likes to see and paint the gam 
bier’s rage ; the hedge-ruflSan’s enjoyment ; the debauched 
soldier’s strife; the vicious woman’s degradation take a 
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mail led on the dusky picturesque of rags and guilf, talk to 
him of principles of beauty! make him draw what you will, 
how you will, he ^Wll leave the slain of himself on whatever 
he touches. You had better go lecture to a snail, and tell it 
to leave no slime behind it. Try to make a mean man com* 
pose; you will find nothing in his thoughts consecutive or 
proportioned — nothing consistent in his sight — nothing in his 
fancy. He cannot comprehend two things in relation at once 
— how much less twenty ! How much less all I Everything 
is uppermost with him in its turn, and each as large as the 
rest ; but Titian or Veronese compose as tranquilly as they 
would speak — inevitably. The thing comes to them so— 
they see it so — rightly, and in harmony: they will not talk 
to yon of composition, hardly even understanding how lower 
peojjlc see things otherwise, but knowing that if they do see 
otherwise, there is for them the end there, talk as you will. 

I had intended, in conclusion, gentlemen, to inonr such 
blame of presumption as might be involved in offering some 
hints for present practical methods in architectural schools, 
but here again I am checked, as I have been throughout, by 
a sense of the uselessness of all minor means and helps, with 
mt the establishment of a true and broad educational sys- 
tem. My wish would be to see the profession of the archi- 
tect united, not with that of the engineer, but of the sculp 
tor. I think there should be a separate school and university 
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course for engineers, in which the principal brandies of study 
connected with that of practical buiMing should bo the phy* 
sical and exact sciences, and honours should be taken i 
mathematics ; but I think there should be another school and 
university course for the sculptor and architect in wiiich lite 
rature and philosophy should be the associated branches ot 
study, and honours should be taken in Uteris humanioribus f 
and I think a young architect’s examination for his degree 
(for mere pass), shonld be much stricter than that of yontlis 
intending to enter other professions. The quantity of 
scholarship necessary for the efficiency of a country clergy- 
man is not great. So that he be* modest and kindly, the 
main truths he has to teach may be learned belter in his 
heart than in books, and taught in very simple English. The 
best physicians I have known spent very little time in their 
libraries; and though my lawyer sometimes chats with me 
over a Greek coin, I think he regards the time so spent in 
the light rather of concession to my idleness than as helpful 
to his professional labours. 

But there is no task undertaken by a true architect of 

which the honourable fulfilment will not require a range of 

knowledge and habitual feeling only attainable by advanced 
scholarship. 

Since, however, such expansion of system is, at present, 

beyond hope, the best we can do is to render the studies 
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imdertakcn iu our schools thoughtful, reverent, and rehnua, 
according to our power. Especially it should be our aim to 
prevent tlie minds of the students from being distracted by 
models of an unworthy or mixed character. A museum is 
cne thing — a school another ; and I am persuaded that as tho 
etficiency of a school of literature depends on the mastering 
a few good books, so the efficiency of a school of art will 
depend on the understanding a few good models. And so 
strongly do I feel this that I would, for my own part, at once 
consent to sacrifice my personal predilections in art, and to 
vote for the exclusion of all Gothic or Medimval models what 
soever, if by this sacrifice I could obtain also the exclusion of 
Byzantine, Indian, Renaissance-French, and other more or 
less attractive but barbarous work; and thus concentrate the 
mind of the student wholly upon the study of natural form, 
and upon its treatment by the sculptors and metal workers 
of Greece, Ionia, Sicily, and Magna Gracia, between 600 and 
350 B.C., but I should hope that exclusiveness need not be 

carried quite so far. 

I thiDk Donatello, Mine of Fiesole, the Robbias, Ghiberti, 
Verrocchio, and Michael Angelo, should be adeqnatelj repre- 
sented in our schools— together with tho Greeks-and that a 
few carefully chosen ortamples of the floral sculpture of the 
North in the thirteenth century shonld be added, with espe- 
cial view to dieplay the treatment of naturalistic ornament in 
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subtle coiuiexiou with coiisti uctivc requirements ; and in the 
course of study pursued with reference to these models, os 
of admitted perfection, I should endeavour first to make tlie 
student thorouglily acquainted with tlie natural forms ami 
characters of the objects he had to treat, and then to exorcis 
him in the abstraction of tliese forms, and the suggestiem of 
these characters, under due sculptural limitation. lie should 
first be taught to draw largely and 8iin]>]y ; thou he should 
make quick and firm sketches of fiowers, animals, dra{)ery, 
and figures, from nature, in the simplest terms of line, and 
light, and shade; always being taught to look at the organic 
actions and masses, not at the textures or accidental olTccts 
of shade ; meantime his sentiment respecting all these things 
should be cultivated by close and constant inquiry into tlieir 
mythological significance and associated traditions ; then, 
knowing the things and creatures thoroughly, and regarding 
them through an atmosphere of enchanted memory, he 
should be shown how the facta he has taken so long to learn 
are summed up by a great sculptor iu a few touches: how 
those touches are invariably arranged in musical and decora- 
tive relations ; l ow every detail unnecessary for bis purpose 
IS refused * how those necessary for hia purpose are insisted 
upon, or even exaggerated, or represented by singular arti* 
fice, when literal representation is impossible; and how all 
this is done under the insdnet and passion of an inner com- 
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maiiding spirit which it is indeed impossible to imitate, bul 
possible, perhaps, to share. 

Perhaps! Pardon me that I speak despondtngly. Foi 
ray own part, I feel the force of mechanism and the fary of 
avaricious commerce to be at present so irresistible, that I 
have seceded from the study not only of architecture, but 
nearly of all art ; and have given myself, as I would in a 
besieged city, to seek the best modes of getting bread and 
water for its multitudes, there remaining no question, it 
seems to me, of other than such grave business for the time. 
But there is, at least, this ground for courage, if not for 
hope: As the evU spirits of avarice and Inxnry are directly 
contrary to art, so, also, art is directly contrary to them 
and according to its force expulsive of them and medicinal 
against them ; so that the establishment of such schools as I 
have ventured to desoribe-whatever their immediate sno- 
ecss or ill-success in the teaching of ai t^woald yet be the 
directest method of resistance to those conditions of evil 
among which onr youth are east at the most critical period 
of their lives. We may not be able to produce architecture, 
hut, at the least, we shall resist vice. I do not know if it 
has been observed that while Dante rightly conneota arch, 
tecture, as the most permanent expression of the pride of 
humanity, whether just or unjust, with the first cornice of 
Purgatory, he indicates its noble function by engraving upon 
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It, in perfect sculpture, the stoiies which rebuke the errors 

and purify the purposes of noblest souls. In the fulfilment 

of such function, literally and practically, here among men, 

is the only real use or pdde of noble architecture, and on iu 

acceptance or surrender of that function it depends whether, 

in future, the cities of England melt into a ruin more con 

fused and ghastly than ever storm wasted or wolf inhabited, 

or purge and exalt themselves into true habitations of 

men, whose walls shall be Safety, and whose gates shall be 
Praise. 
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ADVERTISEMENT. 


It is not generally known that Mr. Ruskin contributed a 
number of most interesting articles, on the Poetry of Architeo- 
ture, <fcc., to this Magazine (Loudon’s Architectural Magazine), 
under the nom-de-plume of « Kata Phusin.”— Xorufon Cato- 
logue. 


ilASSACHuaETTS, Feb., 1873. 

Messrs. Wiley & Son, 

Dear Sirs : I find in Loudon’s Magazine of Architecture, 
of perhaps 30 years ago, a series of charming articles, with illua- 
trations, entitled Villa and Cottage Architecture, signed “ Kata 
Phusin,” which must surely have been written by Ruskin— hia 
style perfectly. Yours truly. 


• H. W. P. 
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INTRODUCTION. 

The Science of Architecture, followed out to its full ex- 
tent, is one of the noblest of those which have reference 
only to the creations of human minds. It is not merely 
a science of the rule and compass, it does not consist only 
in the observation of just rule, or of fair proportion : it is, 
or ought to be, a science of feeling more than of nile, a 
ministry to the mind, more than to the eye. If we con- 
sider how much less the beauty and majesty of a building 
depend upon its pleasing certain prejudices of the eye, 
than upon its rousing certain trains of meditation in tlio 
mind, it will show in a moment how many intricate 
questions of feeling are involved in the raising of an 
edifice ; it will convince us of tlie truth of a proposition, 
which might at first have appeared startling, that no man 
can be an architect, who is not a metaphysician. 

To the illustration of the department of this noble 
science which may be designated the Poetiy of Arehi- 
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tecture, this and some futnre articles Tvill be dedicated. 
It is this peculiarity of the art which constitutes its 
nationality ; and it will be found as interesting as it is 
usefiil, to trace in the distinctive characters of the archi- 
tecture of nations, not only its adaptation to the situation 
and climate in which it has arisen, but its strong similarity 
to, and connection with, the prevailing turn of mind by 
which the nation who first employed it is distinguished. 

I consider the task I have imposed upon myself tlie 
more necessary, because this department of the science, 
perhaps regarded by some who have no ideas beyond 
stone and mortar as chimerical, and by others who think 
nothing necessary but truth and proportion as useless, 
is at a miserably low ebb in England. And what is 
the consequence? We have Corinthian columns placed 
beside pilasters of no order at all, surmounted by mon- 
strosified pepper-boxes, Gothic in form and Grecian 
in detail, in a building nominally and peculiarly national; 
we have Swiss cottages, falsely and caluinniously so 
entitled, dropped in the brick-fields around the metropolis , 
and we have staring, square-windowed, flat-roofed gen- 
tlemen's seats, of the lath and plaster, mock-maginficent, 
Regent's Park desenption, rising on the woody promon- 
tories of Derwent Water. 

How deeply is it to be regretted, how much is it 
to be wondered at, that, in a conntiy whose school of 
painting, though degraded by its system of meretricious 
colouring, and disgraced by hosts of wonld-be imitators 
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of inimitable individuals, is yet raised by the dis- 
tiuguished talent of those individuals to a place of well- 
deserved honour ; and the studios of whose sculptoi's are 
filled with designs of the most pure simplicity, and 
most perfect animation ; the school of architecture should 
be so miserably debased I 

There are, however, many reasons for a fact so lamenta- 
ble. In the first place, the patrons of architecture (I am 
speaking of all classes of buildings, from the lowest to 
the highest,) are a more numerous and less capable class 
than those of painting. The general public, and 1 
say it with sorrow, because I know it from observation, 
have little to do witli the encouragement of the school of 
painting, beyond the power which they unquestionably 
possess, and unmercifully use, of compelling our artists to 
substitute glare for beauty. Observe the direction of 
public taste at any of our exhibitions. AVe see visitors, at 
that of the Society of Painters in AVater Colours, passing 
Taylor with anathemas and Lewis with indifference, to re- 
main in reverence and admiration before certain amiable 
white lambs and water-lilies, whose artists shall be name- 
less. AYe see them, in the Royal Academy, passing by 
AVilkie, Turner, and Callcott, with shrugs of doubt or of 
scorn, to fix in gazing and enthusiastic crowds upon kol- 
tles-full of witches, and His Majesty’s ships so and so 
lying to in a gale, &c., <S:c. But these pictures attain 
no celebrity because the public admire them, for it is not 
to the public that the judgment is intrusted. It is by the 
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chosen few, by onr nobility and men of taste and talent^ 
that the decision is made, the fame bestowed, and the 
artist encouraged. Not so in architecture. There, the 
power is generally diffused. Every citizen may box him- 

4 

self up in as barbarous a tenement as suits his taste or in- 
clination ; tlic architect is his vassal, and must permit him 
not only to criticise, but to perpetrate. The palace or the 
nobleman’s seat may be raised in good taste, and become 
the admiration of a nation ; but the influence of their 
owner is terminated by the boundary of his estate ; he 
has no command over the adjacent scenery, and tlie pos- 
sessor of every thirty acres around liim has him at 
his mercy. The streets of our cities are examples of the 
effects of this clashing of different tastes; and they 
are either remarkable for the utter absence of all attempt 
at emlellishment, or disgraced by every variety of abomi- 
nation. 

Again, in a climate like ours, those few who have know- 
ledge and feeling to distinguish what is beautiful, are fre- 
quently prevented by various circumstances from erecting 
it. John Bull’s comfort perpetually hitei-fcres with his 
good taste, and I should be the first to lament his losing sc 
much of his nationality, as to permit the latter to prevail, 
lie cannot put his windows into a recess, without darken- 
ing his rooms ; he cannot raise a narrow gable above his 
walls, without knocking his head against the raftei-s ; and, 
woi-st of all, he cannot do either, without being stigmatized 
by the awful, inevitable epithet, of « a very odd man.” 
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But, though much of the degradation of our present school 
of architecture is owing to the want or the unfitness of 
patrons, surely it is yet moi-e attributable to a lamentable 
deficiency of taste and talent among our arcliitects them- 
selves. It is true, that in a country affording so little en- 
couragement, and presenting so many causes for its ab 
sence, it cannot be expected that we should liave any 
Michael Angelo Biionarottis. The energy of our architects 
is expended in raising, “ neat ” poor-houses, and “ pretty * 
charity schools ; and, if they ever enter npon a work ct 
a higher rank, economy is the order of the day : plaster 
and stucco are substituted for granite and marble ; rods 
of splashed iron for columns of verd-antique ; and, in the 
wild struggle after novelty, the fantastic is mistaken foi 
the graceful, the complicated for the imposing, superfluity 
of ornament for beauty, and its total absence for simplicity. 

But all these disadvantages might in some degree be 
counteracted, and all these abuses in a great degree pre- 
vented, were it not for the slight attention paid by our 
architects to that branch of the art wliicli I have above 
designated as the Poetry of Architecture. All unity of 
feeling (which is the first principle of good taste) is neg- 
lected ; we see nothing but incongruous combination : we 
have pinnacles without height, windows \vithout light, col- 
umns with noUiing to sustain, and buttresses witli nothing 
to support. We have parish paupers smoking their 
pipes and drinking their beer under Gothic arches and 
sculptured niches; and quiet old English gentlemen reclin- 
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iiig on crocodile stools, and peeping out of the window* 
of Swiss chalets. 

I shall attempt, therefore, to endeavour to illustrate the 
principle from the neglect of which these abuses have 
arisen; that of unity of feeling, the basis of all grace, the 
essence of all beauty. We shall consider the architecture 
of nations as it is influenced by their feelings and manners, 
as it is connected with the scenery in whicli it is found, and 
with the skies under which it was erected ; we shall bo 
led as much to the street and the cottage as to the temple 
and the tower ; and shall be more interested in buildings 
raised by feeling, than in those corrected by rule. We 
shall commence with the lower class of cdiflces, proceed- 
ing from the road-side to the village, and from the village 
to the city ; and, if we succeed in directing the attention 
of a single individual more directly to this most interest- 
ing department of tlie science of architecture, we shall not 
have written in vain. 



THE COTTAGE. 


I. The Lowland Cottage. — Kngland and France, 

Of all einhellislimeuts by which the efforts of man can 
eiiliauce the beauty of natural scenery, tliose are the most 
effective wliich can give animation to the scene, while the 
spirit which they bestow is in unison with its general 
character. It is generally desii-able to indicate the pre- 
sence of animated existence in a scene of natural beauty ; 
but only of such existence as shall be imbued with the 
spirit, and shall partake of the essence, of the beauty, 
which, without it, would be dead. If our object, there- 
fore, is to embellish a scene the character of which is 
peaceful and unpretending, we must not erect n building 
fit for the abode of wealth or pride. However beautiful 
or imposiug in itself, such an object immediately indi- 
cates the presence of a kind of existence unsuited to the 
scenery which it inhabits; and of a mind which, when it 
sought retirement, was unacquainted with ite own ruling 
feelings, and which consequently excites no sympathy in 
oui-s; but, if we erect a dwelling which may appear 
adapted to the wants, and sufficient for the comfort, of a 
gentle heart and lowly mind, we have instantly attained 

object : we have bestowed animation, but we liave nol 
disturbed repose. 
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It is for this reason that the cottage is one of the embel 
lishments of natural scenery which deserve attentive con- 
eideration. It is beautiful always, and everywhere ; 
whether looking out of the woody dingle with its eye-like 
window, and sending up the motion of azure smoke be- 
tween the silver trunks of aged trees ; or grouped among 
the bright corn-fields of the fruitful plain; or forming 
grey clusters along the slope of the mountain side, the 
cottage always gives the idea of a thing to be beloved: a 
quiet life-giving voice, that is as peaceful as silence itself. 

With these feelings, we shall devote some time to the 
consideration of the prevailing characters, and national 
peculiarities, of European cottages. The principal thing 
worthy of observation in the lowland cottage of England 
is its finished neatness. The thatch is firmly pegged 
down, and mathematically leveled at tlie edges; and, 
though the martin is permitted to attach his humble 
domicile, in undisturbed secuj’ity, to the eaves, he may be 
considered as enhancing the effect of the cottage, by in- 
creasing its usefulness, and making it contribute to the 
comfort of more beings than one. The whitewash is 
stainless, and its rough surface catches a side light as 
brightly as a front one: the luxuriant rose is trained 
gracefully over the wndow; and the gleaming lattice, 
divided not into heavy squares, but into small pointed 
diamonds, is thi-own half open, as is just discovered by its 
glance among the green leaves of the sweetbrier, to ad- 
mit the breeze, that, as it passes over the flowere, becomes 
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hill o£ their fragrance. The light wooden porch brcah'B 
the fiat of the cottage face by its projection; and a branch 
or twe of wandering honeysuckle spread over the low 
hatch. A few square feet of garden, and a latclicd 
wicket, pei-snading the weary and dusty pedestrian, with 
expressive eloquence, to lean upon it for an instant, and 
request a drink of water or milk, complete a picture, 
which, if it be far enough from London to be unspoiled 
by town sophistications, is a very perfect thing in its way. 
The ideas it awakens are agreeable; and the architecture 
is all that we want in such a situation. It is pretty and 
appropriate ; and, if it boasted of any other perfection, it 
would be at the expense of its propriety. 

l.et us now cross the Channel, and endeavour to find a 
country cottage on the other side, if we can ; for it is a 
difficult matter. There are many villages; but such a 
thing as an isolated cottage is extremely rare. Let us try 
one or two of the green valleys among the chalk emi 
nences which sweep from Abbeville to Bouen. Here is a 
cottage at last, and a picturesque one, which is more than 
we could say for the English domicile. What, then, is 
the difference 1 There is a general air of nonchalance 
about the French peasant’s habitation, which is aided by 
a perfect want of everytliing like neatness ; and rendered 
more conspicuous by some points about the building 
which have a look of neglected beauty, and obliterated 
ornament. Half of the whitewash is worn off, and the 
other half coloired by vaiious mosses and wandering 
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iichent, which have been permitted to vegetate upon it, 
and which, though beautiful, constitute a kind of beauty 
from which the ideas of age and decay are inseparable. 
The tall roof of the garret window stands fantastically 
out; and underneath it, where, in England, we had a 
plain double lattice, is a deep recess, flatly arched at the 
top, built of solid masses of grey stone, fluted on the edge; 
while the brightness of the glass within (if there be any) 
is lost in shade, causing the recess to appear to the ob- 
server like a dark eye. The door has the same character: 
it is also of stone, which is so much broken and disguised 
as to prevent it from giving any idea of strength or sta- 


bility. The entrance is always open : no roses, or any- 
thing else, are wreathed about it ; several out-houses, built 
in the same style, give the building extent; and the 


group 


(in all probability, the dependency of some large 


old chateau in the distance) does not peep out of copse, or 


thicket, or a group of tall and beautiful trees, but stands 
comfortlessly between two individuals of the column of 
long-trunked fac-simile elms, which keep guard along the 


length of the public road. 

Now, let it be observed bow perfectly, how singularly 
the distinctive characters of these two cottages agree with 
those of the countries in which they are built; and of 
the people for whose use they are constructed. England 
is a country whose every scene is in miniature. Its green 
valleys are not wide ; its dewy hills arc not high ; its 
forests are of no extent, or, rather, it has nothing that can 
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pretend to a more sounding title than that of “ wood.” 
Its champaigns are minutely chequered into fields: wo 
never can see far at a time ; and there is a sense of some 
thing inexpressible, except by the truly English word, 
“ snug,” iu every quiet nook and sheltered lane. Tlie 
English cottage, therefore, is equally small^ equally shel- 
tered, equally invisible at a distance. 

But Ei'ance is a country on a large scale. Low, but 
long, hills sweep away for miles into vast uninterrupted 
champaigns; immense forests shadow the country for 
hundreds of square miles, without once letting through 
the light of day; its pastures and arable land are divided 
on the same scale ; there are no fences ; we can hardly 
place ourselves in any spot where we shall not see for 
leagues around ; and there is a kind of comfortless sub- 
limity in the size of every scene. The French cottage, 
therefore, is on the same scale, equally large and deso- 
late-looking ; but we shall see, presently, that it can 
arouse feelings which, though they cannot be said to 
give it sublimity, yet are of a higher order than any 
which can be awakened at the sight of the English 
cottage. 

Again, every bit of cultivated ground in England has a 
finished neatness ; the fields are all divided by hedges or 
fences ; the fruit trees are neatly pruned , the roads 
beautifully made, &c. Everything is the reverse in 
France: the fields are distinguished by the nature of the 
crops they bear ; the fruit trees are overgrown with niosa 
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and mistletoe; and the roads immeasnrably wide, and 
miserably made. 

So much for the character of the two cottages, as they 
assimilate with the coimtries in which they are found. 
Let us now see how they assimilate wth the character of 
the people by whom they are built. England is a country 
of pei’petually increasing prosperity and active enterprise; 
but, for that very reason, nothing is allowed to remain till 
it gets old. Lai*ge old trees are cut down for timber; 
old houses are pulled down for the materials; and old 
furniture is laughed at and neg.ected. Everything is 
perpetually altered and renewed by the activity of inven 
tion and improvement. The cottage, consequently, has no 
dilapidated look about it; it is never suffered to get old ; 
it is used as long as it is comfortable, and then taken 
down and rebuilt; for it was originally raised in a stylo 
incapable of resisting the ravages of time. But, in France, 
there prevail two opposite feelings, both in tlie extreme: 
that of the old-pedigreed population, which preserves 
unlimitedly; and that of the modern revolutionists, which 
destroys unmercifully. Every object has partly the ap- 
pearance of having been preserved with infinite care from 
an indefinite age, and partly exhibits the evidence of 
recent ill-treatment and disfiguration. Primeval forests 
rear their vast trunks over those of many younger gener- 
ations growing up beside them ; the chateau or the palace, 
showing, by its style of architecture, its venerable ago, 
beai-s the marks of the cannon ball, and, from neglect, is 
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withering into desolation. Little is renewed : there is 
little spirit of improvement ; and the customs which pre- 
vailed centuries ago are still taught b}' the patriarelis of 
the families to their graudcliildi*en. The French cottage, 
therefore, is just such as we should have expected from 
the disposition of its inhabitants: its massive windows, its 
broken ornamcute, its whole air and appearance, all tell 
the same tale of venerable age, respected and preserved, 
till at last its dilapidation wears an appearance of neglect. 
Again, the Englishman will sacrifice everytliing to com- 
fort, and will not only take great pains to secure it, but 
he has generally also the power of doing so ; for the Eng- 
lish peasant is, on tlie average, wealthier than the French. 
The French peasant has no idea of comfort, and, tlierefore, 
makes no effort to secure it. This difference in the char- 
acter of their inhabitants is, as we have seen, written on 
the fronts of the respective cottages. The Englishman is, 
also, fond of display; but the omaments, exterior and 
interior, with which he adorns his dwelling, however 
small it may be, are either to show the extent of his pos- 
sessions, or to contribute to some personal profit or gratifi- 
cation : they never seem designed for the sake of ornament 
alone. Thus, his wife’s love of display is shown by the 
rows of useless crockery in her cupboard ; and his own by 
the rose tree at the front door, from which he may obtain 
an early bud to stick in the button-hole of his best blue 
coat on Sundays: the honeysuckle is cultivated for ita 
smell, the garden for its cabbages. Not so in Franoa 
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Tliere, the meanest peasant, with an equal or greater love 
of display, embellishes his dwelling as much as lies in his 
power, solely for the gratification of his feeling of what is 
agreeable to the eye. The gable of his roof is prettily 
shaped ; the niche at its comer is richly carved ; the wooden 
beams, if there be any, are fashioned into grotesque figures ; 
and even the “ air ndgligd ” and general dilapidation of the 
building tell a thousand times more agreeably to an eye 
accustomed to the picturesque, than the spruce preserva- 
tion of the English cottage. 

No building which we feel to excite a sentiment of 
mere complacency can be said to be in good taste. On 
the contrary, when the building is of such a class, that it 
can neither astonish by its beauty, nor impress by its sub- 
limity, and when it is likewise placed in a situation so un 
interesting as to render something more than mere fitness 
or propriety necessary, and to compel the eye to expect 
something from the building itself, a gentle contrast of 
feeling in that building is exceedingly desirable ; and, if 
possible, a sense that something has passed away, the pres- 
ence of which would have bestowed a deeper interest on 
the whole scene. The fancy wiU immediately try to re- 
cover this, and, in the endeavour, will obtain the desired 

effect from an indefinite cause. 

Now, the French cottage cannot please by its propriety, 

for it can only be adapted to the ugliness around ; and, as 
it ought to be, and caimot but be, adapted to this, it is still 
less able to please by its beau^. How, then, can it please 1 
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There is no pretence to gaiety in its appearance, no gi’een 
flower-pots in ornamental lattices ; but the substantial 
style of any ornaments it may possess, the recessed 
windows, the stone carvings, and the general size of the 
whole, unite to produce an impression of the building 
ha\'iiig once been fit for the residence of prouder inha- 
bitants ; of its having once possessed strength, wliich is 
now withered, and beauty, which is now faded. This 
sense of something lost ; something wliicli has been, and 
is not, is precisely what is wanted. Tlic imagination is 
set actively to work in an instant; and we arc made aware 
of the presence of a beauty, the more pleasing because 
visionary ; and, while the eye is pitying the actual hu- 
mility of the present building, the mind is admiring the 
imagiued pride of the past. Every mark of dilapidation 
increases this feeling ; while these very marks (the frac- 
tures of the stone, the lichens of the mouldering wall, 
and the graceful lines of the sinking roof) are all delight- 
ful in themselves. • 

Thus, we have shown that, while the English cottage is 
pretty from its propriety, the French cottage, having the 
same connexion with its climate, country, and people, pro- 
duces such a contrast of feeling as bestows on it a beauty 
addressing itself to the mind, and is therefore in perfectly •• 
good taste. If we are asked why, in tliis instance, good 
taste produces only what every traveller feels to bo not in 
the least striking, w-e reply that, where the surrounding 
circumstances are unfavoui'able, the very adaptation to them 
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which we have declared to be necessary renders the build 
iug uninteresting ; and that, in the next paper, we shall 
see a very different result from the operations of equally 
good taste in adapting a cottage to its situation, in oue of 
the noblest districts of Europe. Our subject will be, the 
Lowland Cottage of North Italy. 

Oxford^ Sept.^ 1837 . 


II. The Lovoland Cottage. — Italy. 


Most mosical, most melancholj.’* 


Let it not be thought that we are unnecessarily detain- 
ing our readere from the proposed subject, if we premise 
a few remarks on the character of the landscape of the 
country we have now entered. It will always be neces- 
sary to obtain some definite knowledge of the distinctive 
features of a country, befo^ we can form a just estimate 
of the beauties or the errors of its architecture. We wish 
our readers to imbue themselves as far as may be with the 


spirit of the clime which we are now entering; to cast 
away all general ideas ; to look only for unison of feeling, 
and to pronounce everything wrong which is contrary to 
the humours of nature. We must make them feel where 
they are ; we must throw a peculiar light and colour over 
their imaginations; then we will bring their judgment 
into play, for then it will be capable of just operation. 
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'W'e have passed, it must be observed (in learing Eng- 
land and France for Italy), froia comfort to desolation ; 
from excitement to sadness: we have left one country 
prosperous in its prime, and another frivolous in its age, 
for one glorious in its death. 

Now, we have prefixed the hackneyed line of II Pense- 
roso to our paper, because it is a dchnition of the essence 
of the beautiful. AYliat is most musical will always bo 
found most melancholy ; and no real beauty can be ob- 
tained without a touch of sadness. Whenever the beauti- 
ful loses its melancholy, it degenerates into prettiness. 
We appeal to the memories of all our observing readei*s, 
whether they have treasured up any scene, pretending to 
be more than pretty, which has not about it either a 
tinge of melancholy or a sense of danger : the one consti- 
tutes the beautiful, the other the sublime. 

This postulate being granted, as we are sure it will by 
most (and we beg to assure those who are refractory or ar- 
gumentative, that, were this a treatise on the sublime and 
beautiful, we could convince and quell tlieir incredulity to 
their entire satisfaction by innumerable instances), we 
proceed to remark here, once for all, that the principal 
gloiy of the Italian landscape is its extreme melancholy. 
It is fitting that it should be so: the dead are the nations 
of Italy; her name and her strength are dwelling with the 
pale nations underneath the earth ; the chief anti chosen 

boastof her utmost pride is the Aw; she is but one 

wide sepulchm, and all her present life is like a shadow 
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or a menioiy. And, therefore, or, rather, by a most beau 
tiful coincidence, her national tree is the cypress; and 
whoever has marked tlie peculiar character which these 
noble shadowy spires can give to her landscape, lifting 
their majestic troops of waving darkness from beside the 
fallen column, or out of the midst of the silence of the 
shadowed temple and worshipless shrine, seen far and 
wide over the blue of the faint plain, without loving the 


dark trees for their sympathy with the sadness of Italy’s 
sweet cemetery shore, is one wdio profanes her soil with his 
footsteps. Every part of the landscape is in unison ; the 
same gloi'}' of mourning is thrown over the whole; the 
deep bhie of the heavens is mingled with that of tlie ever- 
lasting hills, or melted away into the silence of the sap- 
phire sea; the pale cities, temple and tower, lie gleaming 
along the champaign ; but how calmly ! no hum of men ; 
no motion of mnltitude in the midst of diem ; they are 


voiceless as the city of ashes. The ti-anspareiit air is gen- 
tle among the blossoms of the orange and the dim leaves 
of the olive ; and the small fountains, which, in any other 
land, would spring merrily along, sparkling and singing 
among tinkling pebbles, here flow calmly and silently into 
some pale font of marble, all beautifni with life, worked 
by some unknown hand, long ago nerveless, and fall and 
pass on among wan flowers, and scented copse, through 
cool leaf-lighted caves or grey Egcrian grottos, to join e 
Tiber or Eridanns, to swell the waves of Nemi, or the La- 
rian Lake. The most minute objects (leaf; 
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»tone), while they add to t)ie beauty, seem to sliuro in tlio 
'ladness of the whole. 

But, if one principal character of Italian landscape is 
melancholy, another is elevation. We have no siniplu 
rusticity of scene, no cowslip and buttercup liiiniilitv 
of seclusion. Tall mulberry trees, with festoons of tlio 
lu.xuriant vine, purple with ponderous clnstei-s, trailed 
and trelliscd between and over them, shade the wide 
fields of stately Indian corn ; hi.xuriance of lofty vc«5(» 
tation (catalpa, and ak)e. and olive), I'anging itself in 
lines of massy liglit along the wan cliampaign, guides tlic 
eye away to the unfailing wall of mountain, Alp or Apen 
nine no cold long range of shivery grey, but dazzling light 
of snow, or undulating breadth of blue, fainter and darker 
in infinite variety ; peak, precipice, and promontory pass- 
ing away into the wooded hills, each with its tower or 
white village sloiniig into the jilain ; castellated battle- 
ments cresting their undulations ; some wide maje.stic 
river gliding along the champaign, the bridge on its breast 
and the city on its shore ; the whole canojiicd with cloud- 
less azure, basking in mistless sunshine, breathing the 
silence of odoriferous air. Now comes the question. In 
country of Biis pomp of natural glory, tempered with 
melancholy memory of departed pride, what are we to 
wish for, what are we naturally to expect, in the character 
of her most humble edifices; those which are most con- 
nected with present life, least with the past? ‘NYliat ai-e 
we to consider fitting or beautiful in her cottage? 
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We do not expect it to be (’omfortable, when everylliiiia 
aroniul it betokens decay and desolation in the works of man 
We do not wish it to be neat, wliere nature is most beautiful 
because neglected. But we naturally look for an eleva- 
tion of character, a richness of design or form, which, while 


the building is kept a cottage, may yet give it a peculiar 
air of cottage aristocracy ; a beauty (no matter how dilapi- 
dated) which may appear to have have been once fitted for 
•the surrounding splendour of scene and climate, ^ow, 
.let us faiic}’ an Italian (cottage before us. The reader who 
has travelled in Italy will find little difiiculty in recalling 
me to his ineniory, with its broad lines of light and shadow, 
and its strange, Imt nut unpleasing mixture of grandeui 
ind desolation. Let us examine its details, enumerate its 


architectural ijeculiarities, and see how far it agrees with 
our preconceived idea of what the cottage ought to be? 

The fii-st remarkable point of the building is the roof. 
It generally consists of tiles of very deep curvature, which 
rib it into distinct verlical lines, giving it a far more agree- 
able surface than that of our fiatter tiling. The form i 


the roof, however, is always excessively flat, so as nevei ^ 
let it intrude upon the eye ; and the consequence is, that 
wlulc an English village, seen at a distance, ai)peai-s all red 
roof the Italian is all wl.ite wall ; and, tlicreforc, though 
always bright, is nevergandy. We have in these roofs an 
excellent example of what should always be kept mmmd, 
that everything will be found beautiful, which climate < r 
situation render useful. The strong and constant heat ol 
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the Italian siin would be intolerable if admitted at tli« 
windows ; and, therefore, the edges of the roof project 
far over the walls, and throw long shadows downwards, so 
as to keep the upper windows constantly cool. These 
long oblique shadows on the white surface are always de- 
lightful, and are alone sufficient to give the building char- 
acter. They are peculiar to the buildings of Spain and 
Italy ; for owing to the general darker color of those of 
more northerly climates, the shadows of their roofs, h:>w- 
ever far thrown, do not tell distinctly, and render them, 
not varied, but gloomy. Another ornamental use of these 
shadows is, that they break the line of junction of the wal. 
with the roof : a point always desirable, and in every kind 
of building, whether we liave to do with lead, slate, tile, or 
thatch, one of extreme difficulty. Tiiis object is farther 
forwarded in the Italian cottage, by putting two or thiee 
windows up under the very eaves themselves, which is 
also done for coolness, so that their tops are formed b} 
the roof; and the wall has the appearance of having 
been terminated by large battlements, and roofed over. 


And, finally, tlic caves are seldom kept long on the same 
level: double or treble rows of tiling are introduced; 
long sticks and irregular woodwork are occasionally at- 
tacLd to them, to assist the festoons of the ^'ines; and the 

graceful irregularity and marked character of the whole ; 

must be dwelt on with equal delight by tlie eje of the 
poet, the artist, or the unprejudiced architect. All, how- 
ever, is exceedingly humble; we have not yet met ^vlth the 



THE POETRY OP ARCHITECTDEE. 


23 


elesadon of character we expected. AVe shall find it, 
howc^ or, as we proceed. 

The next point of interest is the window. Tlic modern 
Italian is completely owl-like in his habits. All the day- 
time, he lies idle and inert; but during the night he is all 
activity : but it is mere activity of inoccupation. Idle- 
ness, partly induced by the temperature of the climate, 
and partly consequent on the decaying prosperity of the 
nation, leaves indications of its influence on all his under- 
takings. He prefers patching up a ruin to building a 
house; he raises shops and hovels, the abodes of inactive, 
vegetating, brutish poverty, under the protection of the 
aged and ruined, yet stalwart, arches of the Roman amphi- 
theatre ; and the habitations of the lower orders frequent- 
ly present traces of ornament -and stability of material 
evidently belonging to the remains of a prouder edifice. 
This is the case sometimes to such a degree as, in another 
exjuntry, would be disagreeable from its impropriety ; but, 
n Italy, it corresponds witli tlie gcnei’al prominence of the 
features of a past age, and is always beautiful. Thus, 
the eye rests with delight on the broken mouldings of tlio 
windows, and the sculptured capitals of the corner columns, 
contrasted, as they are, the one with the glassless black* 
ness within, the other with the ragged and dirty confusion 
cf drapery around. The Italian window, in general, is a 
mere hole in the thick wall, always well proportioned; 
occasionally arched at the top, sometimes with the addi- 
tion of a little rich ornament ; seldom, if ever, having any 
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(.asement or glass, but filled up with any bit of striped ot 
colored cloth, which may have the slightest chance of de- 
ceiving the distant observer into the belief that it is a 
legitimate blind. This keeps ofiF the suu, and allows a 
free circulation of air, which is the great objec.t. When 
it is absent, the window becomes a mere black hole, hav- 
ing much the same relation to a glazed window that the 
hollow of a skull has to a bright eye ; not unexpressive, 
but frowning and ghastly, and giving a disagreeable iin 
pressioii of utter emptiness and desolation within. Tct 
there is character in them: the black dots tell agreeably 
on the walls at a distance, and have no disagreeable sparkle 
to disturb the j-eposeof surrounding scenery. Besides, the 
temperature renders everything agreeable to tbe eye, 
which gives it an idea of ventilation. A few rouglily con- 
structed balconies,^ projecting from detached windows, 
usually break the uniformity of the wall. In some Italian 
cottages tliere are wooden galleries, resembling those so 
fi-equently seen in Switzerland ; hut tliis is not a very 
general character, except in the mountain valleys of North 
Italy, althougli sometimes a passage is effected from one 
projecting portion of a house to another by means of an 
exterior gallery. These are very delightful objects ; and, 
when shaded by luxuriant vines, wliich is frequently the 
case, impart a gracefulness to the building otherwise un- 
attainable. 

The, next striking point is the arcade at the base of the 
building. This is general in eties; and, tliough fi-e- 
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quently wanting to the cottage, is present often enough to 
render it an important feature. In fact, tlie Italian cot- 
tage is usually found in groups. Isolated buildings aro 
rare ; and the arcade affords an agreeable, if not necessary 
shade in passing from one building to another. It is a 
etill more unfailing feature of the Swiss city, where it is 
useful in deep snow. But the supjSorts of the arches in 


Switzerland are generally square masses of wall, varying 
in size, separating the arclies by irregular intervals, and 
sustained by broad and massy buttresses ; while, in Italy, 
the arches generally rest on legitimate columns, varying in 
height from one and a half to four diametei-s, witli huge 
capitals, not unfrequently rich in detail. These give great 
gl'acefulness to the buildings in groups : they will bo 

spoken of more at large when we are treating of arrange- 
ment and situation. 


The square tower, rising over the rooi of the farther cot- 
tage, will not escape observation. In has been allowed to 
lemain, not because such elevated buildings ever belong to 
mere cottages, but, first, that the truth of the scene might 
not be destroyed; and, secondly, because it is impossible, 
or nearly so, to obtain a group of buildings of any sort, in 
Italy, without one or more such objects rising behind them, 
beautifully contributing to destroy the monotony, and con- 
trast with the horizontal lines of the flat roofs and square 
walls. We think it right, therefore, to give the cottage 
the relief and contrast which, in reality, it possessed, evne 
though we are at present speaking of it in the abstract. 
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llaving uow reviewed tlie distinctive parts of tlie Italian 
cottage in detail, we sliall proceed to direct our attention 
to points of general character. 1. Simplicity of form. 
The roof, being flat, allows of no projecting garret win- 
dows, no fantastic gable ends: the walls themselves are 
eipially flat ; no bow-windows or sculptured oriels, such as 
we meet with perpetually in Germany, France or the Neth- 
ei lands, vary their white fronts. Now, this simplicity is, 
perhaps, the principal attribute by which the Italian cot- 
tage attains the elevation of character we desired and ex- 
pected. All that is fantastic in form, or frivolous in de- 
tail, aimiiiilates the aristocratic air of a building: it at 
3 nce destroys its sublimity and size, besides awakening, as 
is almost always the case, associations of a mean and low 
character. The moment we see a gable roof, we think of 
cocklofts ; the instant we observe a projecting window, of 
attics and tent-bedsteads. Now the Italian cottage as- 
sumes, with the simplicity, Vair noble of buildings of a 
higher order ; and, though it avoids all ridiculous minia- 
ture mimicry of the palace, it discards the humbler attri- 
butes of the cottage. The ornament it assumes is digm 
fled : no grinning faces, or unmeaning notched planks, but 
well-proportioned arches, or tastefully sculptured columns. 
While there is nothing about it unsuited to the humility of 
its inhabitant, there is a general dignity in its air, which 
iiarmonises beautifully with the nobility of the ueighbom- 
ing edifices, or the glory of the surrounding scenery. 

2. Brightness of effect Hiere are no weather stains on 
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the wall ; there is no dampness in air or earth, by which 
they could be induced ; the heat of the sun scorches away 
all lichens, and mosses, and mouldy vegetation. No thatch 
or stone crop on the roof unites the building with sur- 
rounding vegetatitm ; all is clear, and warm, and sharp on 
the eye ; the more distant the building, the more generally 
bright it becomes, till the distant village sparkles out of 
the orange copse, or the cypress grove, with so much dis 
tinctriess as might he tliought in some degree objectionable. 
Bui it must be remembered that the prevailing colour of 
Italian landscape is blue ; sk}*, liills, water, arc ecpially 
azure : the olive, which forms a great proportion of the 
vegetation, is not green, but grey ; the cypress, and its 
varieties, dark and neutral, and the laurel and myrtle far 
from bright. Now, white, which is iiitolerable with green, 
is agreeable contrasted with blue ; and to this cause it must 
be ascribed that the white of the Italian building is not 
found startling or disagreeable in the landscape. That it 
is not, we believe, will be generally allowed. 

3. Elegance of feeling. "W^e never can prevent our- 
selves from imagining that we perceive, in the graceful 
negligence of the Italian cottage, the evidence of a taste 
among the lower ordei-s rebned by the glory of their land, 
and the beauty of its remains. AVe have always had 
strong faith in the influence of climate on the mind, and 
feel strongly tempted to discuss the subject at length; but 
our paper has already exceeded its proposed limits, and 
we must content ourselves with remarking what will not, 
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we think, be disputed, that the eye, by constantly resting 
either on natural scenery of noble tone and character, or 
on the architectural remains of classical beauty, must con* 
tract a habit of feeling correctly and tastefully; the 
influence of which, we think, is seen in the style of 
edifices the most modern and the most humble. 

Lastly, Dilapidation. "We have just used the term 
“ graceful negligence : ” wliether it be graceful, or not, is 
a matter of taste; but the uncomfortable and ruinous dis- 
order and dilapidation of the Italian cottage is one of 
observation. The splendour of the climate requires 
nothing more tliau shade from the sun, and occasionally 
shelter from a violent storm : the outer arcade affords 
them both : it becomes the nightly lounge and daily dor- 
mitory of its inhabitant, and tl»e interior is abandoned to 
filth and decay. Indolence watches the tooth of Time 
with careless eye and nerveless hand. Eeligion, or its 
abuse, reduces every individual of the population to utter 
inactivity three days out of the seven; and the habits 
formed in the three regulate the four. Abject poverty 
takes away the power, while brutish sloth weakens the 
will; and tlie filthy habits of the Italian prevent liini 
from suffering from the state to which he is reduced. The 
shattered roofs, the dark, confused, i-agged windows, the 
obscure chambei-s, the tattered and dirty diaperies, alto- 


getlier present a picture which, seen too near, is soinctimef 
revolting to the eye, always melancholy to the mind. 1 el 
even this many would not wish to be etherwise. The 
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prosperity of nations, as of individuals, is cold, and hard- 
hearted, and forgetful. The dead die, indeed, trampled 
down by the crowd of the living ; the place tliereof shall 
know them no more, for that place is not in the liearts of 
the 8urvivoi*s f^n* whose interest thev have made wav. I3ut 
advei’sity and ruin point to the sepulchre, and it is not 
trodden on : to the chronicle, and it doth not decav. Wlio 
would substitute the rush of a new nation, the struggle of 
an awakening power, for tlie dreamy sleep of Italy’s deso- 
lation, for her sweet silence of melancholy tliought, her 
twilight time of everlasting memories ? 

Such, we tliink, arc the principal distinctive attributes 
of the Italian cottage. Let it not be thought that we arc 
wasting time in the contemplation of its beauties ; even 
though they are of a kind which the architect t-an never 
imitate, because he has no command over time, and no 
choice of situation; and \vhich he ought not to imitate, 
if he could, because they are only locally desirable or 
admirable. Our object, let it always be remembered, is 
not the attainment of architectural data, but tlic forma 
tion of taste. 

October 12 , 1837 . 


-fll- H'hc J^ouTiUii.n Cottage. — Switzerland, 

In the three instances of the lowland cottage which 
have been already considered, are included the chief 
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peculiarities of style which are interesting or important. 
I have not, it is true, spoken of the carved oaken gable 
and shadowy roof of the Korinan \dllage ; of the black 
crossed raftei-s and fantastic projections which delight 
toe eyes of the German; nor of the Moorish arches and 
confused galleries which mingle so magniticcntly with the 
inimitable fretwork of the grey temples of the Spaniard. 
But these are not peculiarities solely belonging to the cot- 
tage : they are found in buildings of a higher order, and 
seldom, unless where they are combined with other fea- 
tures. They are therefore rather to be considered, in 
future, as elements of street effect, than, now, as the pecu- 
liarities of independent buildings. My remarks on the 
Italian cottage might, indeed, be applied, were it not for 
the constant presence of Moorish feeling, to that of Spain. 
The architecture of the two nations is intimately con- 
nected : modified, in Italy, by the taste of the Roman ; 
and, in Spain, by the fanciful creations of the Moor. 
When I am considering the fortress and the palace, 1 
shall be compelled to devote a very large share of my at- 
tention to Spain ; but, for characteristic examples of the 
cottage, I turn rather to Switzerland and England. Pre- 
paratory, therefore, to a few general remarks on modern 
ornamental cottages, it will be instructive to observe the 
peculiarities of two varieties of the mountain cottage, 
diametrically opposite to each other in most of their fea- 
tures; one always beautiful, and the other fi-equently so. 

FiiBt, for Helvetia. Well do I remember the thrilling 
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and exquisite moment when first, fii*st in my life (whicl. 
had not been over long), I encountered, in a calm am! 
shadowy dingle, darkened with the thick spreading of tall 
pines, and voicefnl with the singing of a rock-cncumliciCMl 
stream, and passing up towards the flank of a sinootli 
green mountain, whose swarded summit shone in the sum- 
mer snow like an emerald set in silver; when, I say, I 
first encountered in this calm defile of the Jnm, the un- 
obtrusive, yet beautiful, front of the Swiss cottage. I 
thought it the loveliest piece of architecture I had ever 
liad the felicity of contemplating; yet it was notliing in 
itself, nothing but a few mossy fir trunks, loosely nailed 
together, with one or two grey stones or^ the roof: but its 
power was the power of association ; its beauty, that of 
fitness and humility. 

How different is this from what modern architects 
erect, when they attempt to produce what is, by courtesy, 
called a Swiss cottage. The modern building known in 
Britain by that name has very long chimneys (see Fig. 2), 
covered with various exceedinelv in- 

® Fig. 2. 

gonious devices for the convenient re- 
ception and hospitable entei*taininent 
of soot, supposed by tlie innocent and 
deluded proprietor to be “ meant for 
ornament.” Its gable roof slopes at 
an acute angle, and terminates in an 
interesting and romantic manner, at 
each extremity, in a tooth-pick. Its 
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walls are very precisely and prettily plastered; and it U 
rendered quite complete by the addition of two neat little 
bow-windows, supported on neat little mahogany brackets, 
full of neat little squares of red and yellow glass. Its 
door is approached under a neat little veranda, “ uncom- 
mon green,” and is flanked on each side by a neat little 
round table, with all its legs of different lengths, and by a 
variety of neat little wooden chaii’S, all very peculiarly 
uncomfortable, and amazingly full of earwigs : the whole 
being siUTOunded by a garden full of flints, burnt bricks, 
and cindei*s, with some water in the middle, and a foun- 
tain in the middle of it, which won’t play ; accompanied 
by some goldfisl^ which won’t swim ; and by two or 
three ducks, which will splash. Now, I am exce6si\ely 
sorry to infonn the members of any respectable English 
familv, who are making themselves uncomfortable in one 
of these ingenious conceptions, under the idea that tliey 
are living in a Swiss cottage, that they labour under a 
melancholy deception; and sliall now proceed to investi- 
gate the peculiarities of the real building. 

The life of a Swiss peasant is divided into two periods ; 
that in which he is watching his cattle at their summer 
pasture on the high Alps,* and that in which he seeks 
shelter from the violence of the winter storms in the most 
retired pai-ts of the low valleys. During the firet period, 


• I use the word Alp here, and in future, in its proper sense, of f , 
high mountain pasture ; not in its secondary sense, of a snowy pent 



TJE POETKY OF AltCUITEClOKE. 


S3 


lie requires ciily occasional shelter from storms of exces- 
sive violence; during the latter, a suflicient protection 
from continued inclement wcatlier. The Alpine or sum 
mer cottage, therefore, is a rude log hut, formed of ua* 
squared junc trunks, notched into each 3^ 

other at the cornel's (sec Fig. The 

roof, being excessively flat, so as to offer 
no surface to the wind, is covered with 
fragments of any stone that will split 
easily, held 011 by crossing logs; which are, in their turn, 
kci^t down by masses of stone ; the whole being generally 
sheltered beliind some protecting rock, or resting against 
the slope of the mountain, so that, from one side, yon 
may step upon the roof. This is the ^V^lcn well 

grouped, running along a slope of mountain side, these 
liuts produce a very pleasing effect, being never obtrusive 
(owing to tlie prevailing greyness of their tone), uniting 
well with surrounding objects, and bestowing at once ani- 
mation and character. 

But the winter residence, the Swiss cottage, properly so 
called, is a much more elaborate piece of workmanship. 
The principal requisite is, of couree, strength ; and this 
is always observable in the large size of the timbers, and 
the ingenious maimer in which they are joined, so as to 
support and relieve each other, when any of them are 
severely tried. Tlie roof is always very flat, generally 
meeting at an angle of 155^ and projecting from 5 ft. tc 
7 ft. over the cottage side, in order to prevent the windows 
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from being thoroiiglily clogged up with snow. That this 
projection may not be crushed down by the enormous 
weight of snow which it must sometimes sustain, it is as- 

Fig. 4. 



sisted by strong wooden supports (seen in Figs. 4 and 5), 
which sometimes extend half down the walls for the sake 
of strenteth, divide the side into regular compartments, 
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and arc rendered ornamental by grotesque carving. Every 
canton has its own window. That of Uri, with its dia- 
mond wood-work at the bottom, is, perhaps, one of the 
richest. (See Fig. 5.) TIic galleries arc generally ren- 
dered ornamental by a great deal of labour bestowed 
upon their wood-work. This is best executed in tho 
canton of Berne. The door is always 6 or 7 feet from the 
ground, and occasionally much more, that it may be acees 
sible in snow; and it is reached by an oblique gallery, 
leading up to a horizontal one, as shown in Fig. 4. TLo 
base of the cottage is formed of stone, generally wliite- 
washed. The chimneys must liave a chapter to them- 
selves : they are splendid examples of utility combined 
with ornament. 

Such are the chief characteristics of the Swiss cottage, 
separately considered. I must now take notice of its 
effect in scenery. 

■When one has been wandering for a whole morning 
through a valley of perfect silence, where ever\thiiit^ 
arouna, wliicli is motionless^ is colossal^ and evcrytliing 
which has motion resistless ; where tlie strength and tho 
glory of nature are principally developed in the very 
forces winch feed upon her majesty ; and where, in the 
midst of mightiness, wliich seems imperishable, all that ia 
indeed eternal is the influence of desolation ; one is apt to 
be surprised, and by no means agreeably, to find, crouched 
behind some projecting rock, a piece of architecture which 
IS neat in the extreme, though in the midst of wildness, 
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TFcak in the midst of strength, contemptible in tlie midst of 
imincnsitj. There is something offensive in its neatness: 
for the wood is almost always perfectly clean, and looks as 
if it had been just cut; it is consequently raw in its colour, 
and destitute of all variety of tone. This is especially dis 
agreeable when the eye has been previously accustomed to, 
and finds, everywhere around, the exquisite mingling of 
colour, and confused, though perpetually graceful, forms, 
by which the details of mountain scenery are peculiarly 
distinguished. Every fragment of rock is finished in its 
effect, tinted with thousands of pale lichens and fresh 
mosses; every pine trunk is warm with the life of various 
vegetation ; every grassy bank glowing with mellowed 
colour, and waving with delicate leafage. How, then, 
can the contrast be otherwise than painful, between this 
perfect loveliness, and the dead, raw, lifeless surface of 
the deal boards {)f the cottage. Its weakness is pitiable ; 
for though there is always evidence of considerable strength 
on close examination, there is no eff^ect of strength : the 
real tliiclaiess of the logs is concealed by the cutting and, 
carving of their exposed surfaces ; and even what is seen 
is felt to be so utterly contemptible, when opposed to the 
destructive forces which are in operation around, that the 
feelings are irritated at the imagined audacity of the inan- 
imate object, with the self-conceit of its impotence ; and, 
finally, the eye is offended at its want of size. It does not, 
as might be at fii-st supposed, enhance the sublimity of siir 
rounding scenery by its littleness, for it pro rokes no com 
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parison ; anrl there must be proportion between objects, o! 
they cannot be compared. If the Parthenon, or the Pyra- 
mid of Cheops, or St. Peter’s, were placed in the same situ 
atiou, the mind would fii'St form a just estimate of the ma" 
nificcncc t)f the building, .and then be trebly impresseji 
with the size of the masses which overwhelmed it. The 
architecture would not lose, and the ci*ngs would gaiii,b3' the 
juxtaposition ; but the cottage, which must be felt to be 
a thing which the weakest stream of the Alps could toss 
down before it like a foam globe, is offensively contempti- 
ble ; it is like a child’s toy let fall accidentally on tl»c hill- 
side ; it does not unite with the scene ; it is not content to 
sink into a quiet corner, and pereonify humility and peace; 
but draws attention upon itself by its pretension to de- 
coration, while ifs decorations themselves cannot bear 
examination, because they are useless, unmeaning, and 
incongruous. 

So much for its faults ; and I have had no mercy upon 
them, the rather, because I am always afraid of being 
biassed in its favour by my excessive love for its sweet 
nationality. Nowf^r its beauties. Wlierever it is found, 
it always suggests ideas of a gentle, pure, and pastoral 
life. One feels that the peasants whose hands carved the 
planks so neatly, and adonied their cottage so industri- 
ously, and still preserve it so perfectly, and so neatly, can 
be no dull, drunken, lazy boors : one feels, also, that it re- 
quires both firm resolution, and detei-mined industry, to 
maintain so successful a struggle against « the crush ol 
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thunder, and the warring winds.” Sweet ideas float ovei 
the imagination of such passages of peasant life as the 
gentle Walton so loved; of the full milkpail, and the 
mantling cream-bowl ; of the evening dance, and the matin 
song; of the herdsmen on the Alps, of the maidens by 
the foimtain ; of all that is peculiarly and indisputably 
Swiss. For the cottage is beautifully national ; there is 
nothing to be found the least like it in any other country. 
The moment a glimpse is caught of its projecting galleries, 
one knows that it is the land of Tell and Winkelried ; and 
the traveller, feels that, were he indeed Swiss-born, and 
Alp-bred, a bit of that carved plank, meeting his eye in a 
foreign land, would be as effectual as a note of the Jians 
dea Yaches upon the ear. Again, when a number of these 
cottages are grouped together, they break upon each 
other’s formality, and form a mass of fantastic piojection, 
of carved window and overhanging roof, full of character, 
and picturesque in the extreme : an excellent example of 
this is the Bernese village of XTnterseeii. Again, when the 
oruaineut is not very elaborate, yet enough to preserve tlie 
character, and the cottage is old, an* not very well kept 
(suppose in a Catholic canton), and a little rotten, tlie 
effect is beautiful : the timber becomes weather-stained, 
and of a fine warm brown, harmonising delightfully with 
the grey stones on the roof, and the dark green of sui- 
rounding pines. If it be fortunate enough to be situated 
in some quiet glen, out of sight of the gigautic featu^ of 
the scene, and surrounded with cliffs to which it heart 
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some proportion ; and if it be partially concealed, net in- 
truding on the eye, but well united with eveiytliin” 
around, it becomes altogether perfect; humble, beautiful, 
and interesting. Perhaps no cottage can then be found t*. 
equal it ; and none can be more finished in effect, gra<*c 
fill in detail, and characteristic as a wliole. 

The ornaments employed in tlic decoration of the Swiss 
cottage do not demand much attention: they are usually 
formed in a most simple manner, by thin laths, whicli are 
carved into any fanciful form, or in which rows of holes 
are cut, genomlly diamond-shaped ; and tliey are then 
nailed one above another, to give tlic carving dejith. 
Pinnacles are never raised on the roof, thouirh carved 
spikes are occasionally suspended from it at tlie angles. 
No ornamental work is ever employed to disguise the 
beams of the projecting part of the roof, nor docs any run 
along its edges. The galleries, in the canton of Uri, are 
occasionally supported on arched beams, ns shown in I ’ig. 
5, which have a very pleasing effect. 

Of the adaptation of the building to climate and char- 
acter, little can be said. 'NVlien I called it “national,” I 
meant only that it was quite sui genei'iSy and, therefore, 
being only found in Switzerland, might be considered as 
a national building; though it has none of the mysterious 
connexion with the mind of its inhabitants which is evi- 
dent in all really fine edifices. But there is a reason for 
this: Switzerland has no climate, properlj' speaking, but 
an assemblage of evei-y climate, from Italy totheV'^e; 
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the vine wild in its valleys, the ice eternal on its craga 
The Swiss tliemselves arc what we might have expected in 
persons dwelling in such a climate : they have no chanc- 

Fiff. 5. 
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ter. The sluggish nature of the air of the valleys has a 
malignant operation on the mind ; and even tlie moun- 
taineers, though generally shrewd and intelleetual, have 
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no perceptible nationality: they have no language, except 
a inixtuie of Italian and bad German ; they have no pecu- 
liar turn of mind; they might be taken as easily for 
Germans as for Swiss. No correspondence, consequently, 
can exist between national architecture and national 
character, w’hcrc the latter is not distinguishable. Gene- 
rally speaking, then, the Swiss cottage cannot be said to 
be built ill good t^ste; but it is occasionally picturesque, 
frequently pleasing, and under a favourable concurrence 
of circumstances, beautiful. It is not, however, a thing 
to be imitated : it is always, when out of its own country, 
incongruous; it never harmonises witli anytliing around it, 
and can therefore be employed only in mimicry of what 
docs not exist, not in improvement of what docs. 1 mean, 
tliat any one who has on his estate a dingle shaded with 
larches or pines, with a rapid stream, may manufacture a 
bit of Switzerland as a toy ; but such imitations arc al- 
ways contemptible, and he cannot use the Swiss cotta<i-e in 
any other way. A modified form of it, however,* as will 
be hereafter shown, may be employed with advantage. 1 
hope, in my next paper, to derive more satisfaction froic 
the contemplation of the mountain cottage of 'Westmore 

laud, than I ha\e been able to obtain from that of tJu 
Swiss. 
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IV. The Mountain Cottage . — Westmordand. 

"When I devoted so much time to the consideratiou .iJ 
Hie peculiarities of the Swiss cottage, I did not previouslj? 
endeavour to ascertain what the mind, influenced by the 
feelings excited by the nature of its situation, would be 
induced to expect, or disposed to admire. I thus deviated 
from the general rule which I hope t#be able to follow 
out ; but I did so only because the subject of consideratiou 
was incapable of fulfilling the expectation when excited, 
or corresponding with the conception when formed. But 
now, in order to appreciate the beauty of the Westmore- 
land cottage, it will be necessary to fix upon a standard of 

excellence, with which it may be compared. 

One of the principal charms of mountain scenery is its 

solitude. Now, just as silence is never perfect or deep 
without motion, solitude is never perfect without some 
vestige of life. Even desolation is not felt to be utter, un- 
less in some slight degree interrupted: unless the cricket 
is chirping on the lonely hearth, or tlie vulture soaring 
over the field of corpses, or the one mourner lamenting over 
the red ruins of the devasted village, that devastation la 
not felt to be complete. The anathema of Uie prophet 
does not wholly leave the cui-se of loneliness u^n tlie 
mi.d.ty city, until he tells us tliat - the satyr shall danc 
there.” And, if desolation, which is the destruction of 
life, cannot leave its impression perfect without some in- 
terrnpti m, much less can solitude, which is only the ab 
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eence of life, be felt without some contrast. A-Ccordinijly 
it is, perhaps, never so perfect as when a populous ancl 
higlily cultivated plain, immediately beneath, is visible 
(hroiigli tlie rugged ravines, or over the cloudy summits 
cf some tall, vast, and voiceless mountain. AVhen such a 
prospect is not attainable, one of the chief uses of tlie 
mountain cottage, paradoxical as the idea may appear, is 
to increase this sense of solitude. Now, as it will only do 
so when it is seen at a considerable distance, it is neces- 
sary that it should be visible, or, at least, that its presence 
should be indicated, over a considerable portion of sur- 
rounding space. It must not, therefore, be too much 
shaded with trees, or it will be useless; but if, on the con 
trary, it be too conspicuous on the open liill side, it will bo 
liable to most of the objections wliich were advanced 
against the Swiss cottage, and to anotlicr, which was not 
then noticed. Anything which, to the eye, is split into 
parts, appeal's less as a whole than what is undivided. 
Now, a considerable mass, of whatever tone or colour it 
may consist, is as easily divisible by dots as by lines ; that 
is, a conspicuous point, on any part of its surface, will di 
vide it into two portions, each of which will be individu- 
ally measured by the eye, but wliich will never the make 
the impression which they would have made had their 
unity not been interrupted. A conspicuous cottage on a 
distant mountain side has this effect in a fatal degree, and 
is, therefore, always intolerable. It should accordingly, 
m order to i^econcile the attainment of tlie good, with *the 
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avoidance of the evil, be barely visible: it should not toll 
as a cottage on the eye, though it should ou the mir d ; for 
be it observed that if it is only by the closest investigation 
that we can ascertain it to be a human habitation, it will 
answer the purpose of increasing the solitude quite as well 
as if it were evidently so ; because this impression is pro- 
duced by its appeal to the thoughts, not by its effect on 
the eye. Its colour, therefore, should be as nearly as pos- 
sible that of the hill on which, or the crag beneath which, 
it is placed : its form, one that will incorporate well with 
the ground, and approach that of a large stone more than 
of aiiytliing else. The colour will consequently, if this 
rule be followed, be subdued and greyish, but rather 
warm ; and the form simple, graceful, and unpretending. 
The building should retain the same general character on 
a closer examination. Everything about it should he na- 
tural, and should appear as if the influences and forces 
which were in operation around it had been too strong to 
be resisted, and had rendered all efforts of art to check 
their power, or conceal the evidence of their action, en- 
tirely unavailing. It cannot but be an alien chdd of the 
.nouutains ; but it must show that it has been adopted and 
olierished by them. This effect is only attainable by great 
ease of outline and variety of colour ; pec.Uiant.es whn h, 
as will be presently seen, the West.norela..d cottage pos- 

Besses in a supereraiuent degree. 

Another feeling, with which one is impressed duMg . 

mountain ramble, is humility. I found fault with the m 
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fignificaiice of the Swiss cottage, because “it was not con* 
teat to sink into a quiet corner, and pei’sonify humility.” 
Now, had it not been seen to be pretending, it would not 
have been felt to be insignificant; for tlie feelings would 
have been gi-atified with its submission to, and retirement 
from, tlie majesty of the destructive infinences wliieh it 
I ather seemed to rise up against in mockery. Such pre- 
tension is especially to be avoided in tlie mountain cot- 
tage: it can never lie too humbly in the pastures of Uio 
valley, nor shrink too submissively into the hollows of 
the hills; it should seem to be asking the storm for 
mercy, and the mountain for protection ; and should ap- 
pear to owe to its weakness, rather than to its strength, 

that It is neither overwhelmed by the one, nor crushed by 
the other. 


Such are tlie chief attributes, witliout wliich a moun- 
tain cottage cannot be said to be boantiful. It ,„ay 
possess otlici-8, rrliich are dcsi.-ablo or objectionable 
according to their situation, or other accidental cirenm- 
staiiccs. The nature of these will be best mideistood by 
examining an individual building. The material is of 
coni-se, what is most easily attainable and available with- 
out miieh labour. The Cumberland and AVestmorelaiid 
tills are, , „ general, composed of clay-slate and grey- 
pke, with occasional masses of chert Gike that which 
foms the sumnait of Scawfell), porphyritie greenstone, 

a itlrT ' decomposes deeply, and assmaee 
rough, brown, grannlai- surface, deeply worn and fniv 
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rowed. The clay-slate and greywacke, as it is shattered 
by frost, and carried down by the torrents, of course 


forms itself into irregular flattish masses. The splinter)' 
edges of these are in some degree worn off by the action 
of water; and, slight decomposition taking place on the 
surface of the clay-slate furnishes an aluminous soil, 
M'hich is immediately taken advantage of by innumerable 
lichens, which change the dark grey of the original sub- 
stance into an infinite variety of pale and warm colours. 
These stones, tlius shaped to his baud, are the most con- 
venient building materials the peasant can obtain. He 


lays his foundation and strengthens his angles with large 
masses, filling up the intervals with pieces of a more 
moderate size ; and using here and there a little cement 
to hind the whole together, and to keep the wind from 
getting through the interstices; hut never enough to fill 
them altogether up, or to render the face of the wall 
smooth. At intervals of from 4 ft. to 6 ft. a horizontal 
line of flat and broad fragments is introduced projecting 
about a foot from the wall, mether this is supposed to 
give strength, I know not; but, as it is invariably 
covered by luxuriant stonccrop, it is always a delig it u 

object. , . 

Tlie door is flanked and roofed by three large o on 

sheets of grey rock, whose form seems not to ' 

cred of tlie slightest eonseqnence. Those which or ^ 
the cheeks of the window (Fig. 6), are genera ly selected 
with more care from the debris of some rock, which 
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naturally smooth and polished, after being subjected to 
the weather, such as granite or syenite. The window 
itself is narrow and deep set: in the better sort of etJt* 
, taares, latticed, but with no affectation of sweetbriar 
eglantine about it. It Fig. 0. 


may be observed of the 
whole of the cottage, 
that, though all is beau- 
tiful, notliing is pretty. 
The roof is rather flat, 
and covered with heavy 

If 

fragments of the stone 
of whicli the walls are 



« 

built, originally very loose ; but generally cemented by 
accumulated soil, and bound together by liouscleek, moss, 
and stonccrop : brilliant in colour, and singular in abuu 
dance. The form of tlie larger cottages, being frequently 
that of a cross, would hurt the eye by the sharp angles of 
the i-oof, were it not for the cushion-like vegetation with 
which they are rounded and concealed. Varieties of tho 
fern sometimes relieve the massy fonns of the stonecrop, 
with their light and delicate leafage. Windows in tho 

‘roof are seldom met with. Of the chimney I shall 
6j)oak hereafter. 


Such are the prevailing peculiarities of the Westmore- 
land cottage. « Is this all some one will exclaim : « a 
hovel, built of what first comes to hand, and in the most 
simple and convenient form ; not one thought of arclii- 
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tectural beauty ever coming into tbe builder^s )ieadl” 
Even so, to this illustration of an excellent rule, 1 wished 
particularly to direct attention ; that the material which 
Nature fni-nishes, in any given country, and the form 
which she suggests, will always render the building the 
most beautiful, because the most appropriate. Observe 
how perfectly this cottage fulfils the conditions which 
were before ascertained to be necessary to perfection. 
Its colour is that of the ground on which it stands, always 
subdued and grey, but exquisitely rich, the colour being 


disposed crumblingly, in groups of shadowy spots; a 
deep red brown, passing into black, being finely contrast- 
ed with the pale yellow of the Lichen geographicus, and 
the subdued white of another lichen, whose name I do 
not know; all mingling with ea<^h other as on a native 
rock, and with the same beautiful effect: the mass, con- 
sequently, at a distanee, tells only as a large stone 
would, the simplicity of its form contributing still farther 
to render it inconspicuous. When placed on a mountain 
Bide, such a cottage will become a point of interest, 
which will relieve its monotony, but will never cut the 
hill in two, or take away from its size. In the val cy, t le 
colour of these cottages agrees with everything: Ue 
crceii li-ht which trembles through tlie leafage of the 
taller treses, falls with exquisite effect on the rich grey o 
the ancient roofs ; the deep pool of clear water is no 
startled from its peace by their reflection ; the ivy or 
cieepei^, to wluch the superior wealtli of Uie peasant 
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of the valley does now and then pretend, in ojtposi- 
tion to the general custom, cling gracefully and easily 
to its inniimei-able crevices; and rock, lake, and meadow 
seem to hail it with a brotherly affection, as if Nature 
had taken as much pains with it as she has with* them. 

Again, observe its ease of outline. There is not a 
single straight line to be met with from foundation to 
roof, all is bending or broken. The form of every stone 
stone in its walls is a study ; for, owing to the infinite 
delicacy of structure in all minerals, a piece of stone 3 in. 
in diameter, irregularly fractured, and a little worn by the 
weather, has precisely the same character of outline which 
we should find and admire in a mountain of the same ma- 
terial 6,000 ft. high; and, therefore, the e^’e, though not 
feeling the cause, rests on every cranny, arid ci*ack, and 
fissure with delight. It is true that we have no idea that 
every small projection, if of chert, has such an outline as 
Scawfell’s; if of greywacke, as Skidaw’s; or if of slate, 
as Helvellyn’s ; but their combinations of form are, never- 
theless, felt -to be exquisite, and we dwell upon every 
bend of tbe rough roof, and every hollow of the loose 
wall, feeling it to be a design which no architect on earth 
could ever equal, sculptured by a cliisel of unimaginable 
delicacy, and finished to a degree of perfection, which is 
unnoticed only because it is evervwhere. 

This ease and irregularity is peculiarly delightful hero 
gracefulness and freedom of outline and detail are, as 
they always^are in mountain countries, the chief cha^ac- 


50 


THE POETBY OF AROUrTECTUBE. 


teristics of every scene. It is well that, where every 
plant is wild and every torrent free, eveiy field irregu- 
lar in its form, every knoll various in its outline, one 
is not startled by well-built walls, or unyielding roofs, but 
is permitted to trace in the stones of the peasant’s dwell- 
incr. as in the crass of the mountain side, no evidence of 
the line or the mallet, but the operation of eternal influ- 
ences, the presence of an Almighty hand. Another per- 
fection connected with its ease of outline is, its severity of 
character; there is no foppery about it ; not the slightest 


effort at any kind of ornament, but what nature chooses to 
bestow ; it wears all its decorations wildly, covering its 
nakedness, not with what the peasant may plant, but with 


what the winds may bring. There is no gay colour or neat- 
ness about it ; no green shutters or other abomination : all is 
calm and quiet, and severe, as the mind of a philosopher, 
and, withal, a little sombre. It is evidently old, and has 
stood many trials in its day; and the snow, and the tem- 
pest, and the torrent, have all spared it, and left it m ite 
peace, with its grey head unbowed, and its early streiigt i 
unbroken, even tbougb tlie spirit of decay seems creep- 
ing, like the moss and the lichen, through tlie darkiie^ 
of its crannies. This venerable and slightly melancholy 


character is the very soul of all its beauty. 

There remains only one point to he noticed, its humih y. 

Tliis was before stated to be desirable, and it will here 
found in perfection. The building draws as little atten- 
tion upon itself as possible; since, with aU the praise I 
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have b<jetowed upou it, it possesses not one point ol 
beauty in which it is not equalled or excelled by every 
stone at the side of the road. It is small in size, simple 
in form, subdued in tone, easily concealed or over* 
shadowed; often actually so ; and one is always delighted 
and surprised to find that what courts attention so little 
is capable of sustaining it so well. Yet it has no appear- 
ance of weakness: it is stoutly, though rudely, built ; and 
one ceases to fear for its sake the violence of siUTOui»din«» 

a 

whicli, it may be seen, will be partly resisted by its 
strength, and which we feel will be partly deprecated by 
its humility. Such is the mountain cottage of Westmore 
land ; and such, with occasional varieties, are many of 
the mountain cottages of England and Wales. It is true 
that my memory rests with peculiar pleasure in a certain 
quiet valley near Kirkstone, little known to the general 
tourist, distant from any public track, and, therefore, free 
from all the horroi-s of improvement; in which it seemed 
to me that the architecture of the cottage had attained a 
peculiar degree of perfection. But I think Uiat this im- 
pression was rather produced by a few seemingly insignifi- 
cant accompanying circumstances, than by any dhtin- 
guished beauty of design in the cottages themselves. Their 
inhabitants were eridently poor, and apparently had not 
repaired their dwellings since their first erection ; and 
certainly, had never tom one tuft of moss or fern from 
rwfs or waUs which were green with the rich vegetation 
of years. The valley was narrow, and quiet, and deep 


52 


THE POETRY OF ARCHITECTURE. 


and shaded by reverend trees, among whose tninks the 
groy cottages looked out, witJi a perfection of effect which 
I ncN er remember to have seen equalled, though I believe 
that, in many of the mountain districts of Britain, tlie 


peasant’s domicile is erected with equal good taste. 1 
have always rejoiced in the thought, that our native high- 
land scenery, though, perhaps, wanting in sublimity, ia 
distinguished by a delicate finish in its details, and by a 
unanimity and j)ropriety of feeling in the works of its 
inhabitants, which are elsewhere looked for in vain; and 
the reason of this is evident. The mind of the inliabitant 
of the continent, in general, is capable of deeper and 
finer sensations than that of the islander. It is Ingher m 


its aspirations, purer in its passions, wilder in its dreams, 
and fiercer in its anger ; but it is wanting in gentleness, 
and in its simplicity; naturally desirous of excitement, 
and incapable of experiencing, in equal degree, the calmer 
fiow of human felicity, the stillness of domestic peace, and 
the pleasures of the humble hearth, consisting in every- 
day duties performed, and every-day mercies received ; 
coueequeutly, in the higher walks of architecture, ^yhore 
the mind is to be impressed or elevated, we iiercr la'o 
en nailed, and we never shall equal, them. It "lU he seen 
hereafter, when we leave tlic lowly valley for tl.e torn ra- 
vine, and the grassy knoll for the ribbed prec.p.ee, tbaq 
if the continental areliitects cannot adorn the pasture rv it 
the humble roof, they can crest the crag with eternal ba 
tlements ; if they camrot minister to a landscape s peace. 
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they can add to its terror ; aii<l it has been alresidy seen, 
that, in the lowland cottages of France and Italy, where 
liigh and relined feelings were to be induced, where mel- 
anchol}’ was to be excited, or majesty bestowed, the archi- 
tect was successful, and his labor was perfect : but now, 
nothing is required but humility and gentleness; and this, 
which he does not feel, he cannot give: it is contrary to 
the whole force of his character, nay, even to the s^nrit of 
his religion. It is unfclt even at the time when the soul 
is most chastened and subdued; for the epitaph on the 
grave is affected in its sentiment, and tlie tombstone gau- 
dily gilded, or wreathed with vain flowei-s. AVo cannot, 
then, be surprised at tlie effort at ornament and other fan- 
cied arcliitectural beauties, which injure the effect of the 
more peaceful mountain scenery abroad ; but still less 
should we be surprised at the perfect propriety which 
prevails in the same kind of scenery at home; for tlie 
error which is there induced hy one mental deficiency, 
is here prevented by another. Tlie uncultivated moun- 
taineer of Cumberland has no taste, and no idea of 
what architecture means: he never thinks of M’hat is 
right, or what is beautiful, but he builds what is most 
adapted to his purposes, and most easily erected : by 
suiting the building to the uses of his own life, he gives 
it humility ; aud, by raising it with the nearest materia! 
adapts it to its situation. Tliis is all tliat is required, aud 
he has no credit iu fulfilling the requirement, since the 
moment he begins to think of effect he commits a ba» 
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barism bj wiiitewasbiug the whole. The cottages ol 
Ciimberlaud would suffer much by this piece of improve- 
ment, were it not for the salutary operation of mouutaiu 
rains and mountain winds. 

So much for the hill dwellings of our own country. I 
think the examination of the five examples of the cottage 
which r have given have furnished all the general princi- 
ples which are important or wortliy of consideration ; and 1 
shall therefore devote no more time to the contemplation 
of individual buildings. But, before I leave the cottage 
altogether, it will be necessary to notice a part of tli( 
building which I have in the separate instances purposely 
avoided raeutioning, that I might have the advantage of 
immediate comparison ; a part exceedingly important, and 
which seems to have been essential to the palace as well as 
to the cottage, ever since the time when Perdiccas recei\ed 
his significant gift of the sun from his Macedonian master 

t'ou S? fcar^ KaiTVoh6K7iv « toi * 

cVexon/; and then I shall conclude the subject by > 
few general remarks on modern ornamental cottages, illus- 
trative of the principle so admirably developed m t e 
beauty of the Westmorelaud building, to which, it must e 
remembered, the palm was assigned, in preference to t o 
Switzer’s ; not because it was more laboured, but becauBfl 

it was more natural. 

O^ord^ Jan. 183 & 
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V. A Cka/pter on Chimneys, 

It appears from the passage in Ilerodotus, which wc al- 
luded to in the last paper, tliat there has been a time e\ en 
in the most civilised countries, when tlie king’s palace was 
entirely unfurnished with anything having the slightest 
pretension to the dignity of chimney tops : and the 
savoury vapoi-s which were wont to arise from tlie hospi- 
table heartli, at which the queen or princess prepared the 
feast with tlie whitest of hands, escaped with indecorous 
facility through a simple hole in the flat roof. The dignity 
of smoke, however, is now better understood, and it is dis- 
missed through Gotliic pinnacles, and (as at Burleigh 
House) through Tuscan columns, with a most praiseworthy 
regard to its comfort and convenience. Let us consider if 
it is worth tlie trouble. AVe advanced a position in the 
last paper, that silence is never perfect without motion, that 
is, unless something which might possibly produce sound, 
is evident to the eye : the absence of sound is not surpris- 
ing to the ear, and, therefore, not impressive. Let it be 
observed, for instance, how much the stillness of u suin- 
mei-’s evening is enhanced by the perception of the glid- 
ing and majestic motion of some calm river, strong but 
still ; or of tbe high and purple clouds ; or of tlie voiceless 
leaves, among the opening branches ; to produce this im- 
pression, however, the motion must be uniform, thou<^h 
not necessarily slow. One of the chief peculiarities of the 
ocean thoroughfares of Yeuice, is the remarkable silence 
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which rests upon them, enhanced, as it is, by the swift, but 
beautifully uniform motion of the gondola. Now, tlicre 
is no motion more nniform, silent, or beautiful, than that 
of smoke; and, therefore, when we wish the peace or still- 
ness of a scene to be impressive, it is highly useful to draw 
the attention to it. 

In the cottage, therefore, a building peculiarly adapted 
for scenes of peace, the chimney, as conducting the eye to 
what is agreeable, may be considered an important, and, if 
well managed, a beautiful accompaniment. But in build- 
ings of a higher class, smoke ceases to be interesting. 
Owing to their genei-al greater elevation, it is relieved 
against the sky, instead of against a daik back-ground, therc- 


bv losing the fine silvery blue which, among trees, or rising 
out of distant country, is so exquisitely beautiful, and assum- 
ing a dingy yellowish black : its motion becomes useless ; 
for the idea of stillness is no longer desirable, or, at least, 
no longer attainable, being interrupted by the nature of the 
building itself: and, finally, the associations it arouses are 
not dignified ; we may think of a comfortable fireside, per- 
liaps, but are quite as likely to dream of kitchens, and 
spits, and shonldei-s of mutton. None of these imagina- 
tions are in their place, if the character of the building be 

elevated; tliey are barely tolerable in the dwelling-honse 

and the street. Now, when sm(»ke is objectionable, it is 
cei-tainly improper to direct attention to the chimney ; and, 
therefore, for two weighty reasons, decorated chimneys, o 
any sort or size wdiatsoever, are inexcusable barbarisms; 
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first, because, wlicrc smoke is beautiful, decoration is un- 
suited to the building; and, secondly, because, where 
smoke is ugl}', decoration directs attention to its ugliness. 

It is unfortunately a prevailing idea with some of oui 
architects, that what is a disagreeable object in itself may 
be relieved or concealed by lavish ornament; and there 
never was a greater mistake. It should be a general prin- 
ciple, that wliat is intrinsically ugly should he utterly des- 
titute of ornament, that the eye may not be drawn to it. 
The pretended skulls of the three llagi at Cologne are get in 
gold, and have a diamond in each eye ; and are a thousand 
times more ghastly than if their brown hones liad been 
left in j>eace. Such an error as this ought never to be 
committed in architecture. If any part of the buihliug 
has disagreeable associations connected with it, let it alone : 
do not ornament it; keep it subdued, and simply adapted 
to its use ; and the eye will not go to it, nor quarrel with 
it. It would have been well if this principle had boon 
kept in view in the renewal of some of the public build- 
ings in Oxford. In All Souls College, for instance, the ' 
architect has carried his chimneys half as high as all the rest 
of the building, and fretted them with Gothic. The eye 
is instantly caught by the plated-candlestick-like columns, 
and runs with some complacency np the groining and fret- 
work, and alights finally and fatally on a red chimney tO]> 
He might as well Imve built a Gothic aisle at an entrance 
to a coal wharf. ^Ye have no scruple in saying that the 
man who could desecrate the Gothic trefoil into an frna. 
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mcnt for a chimney lias not the slightest feeling, anj 
never will have any, of its beauty or its use ; he was never 
born to be «an architect, and never will be one. 

Now, if chimneys are not to be decorated (since their ex* 
iatciice is necessary), it becomes an object of some import 
ance to know what is to be done with them: and we enter 
into the enquiry before leaving the cottage, as in its most 
proper place; because, in the cottage, and only in the cot 
tage, it is desirable to direct attention to smoke. 

Speculation, however, on the beau-ideal of a chinine^r 
can never be unshackled; because, though we ma} 
imagine what it ought to be, we can never tell, until 
the house is built, what it must be ; we may require it 
to be short, and hnd that it will smoke, unless it is long ; 
or we may desire it to be covered, and find it will not go 
unless it is open. We can fix, therefore, on no one model ; 
but by looking over the chimneys of a few nations, we 
may deduce some general principles from their varieties, 
which may always be brought into play, by whatever cir- 
cumstances our own imaginations may be confined. 

Looking first to the mind of the people, we cannot 
expect to find good examples of the chimney, as we go to 
the south. The Italian or the Spaniard does not know 
the use of a chimney : properly speaking, they have such 
things, and they light a fire, five days in the year, chiefly 
of wood, which does not give smoke enough to teach the 
chimney its business ; but they have not the slightest idea 
of the meaning or the beauty of such things as hobs, and 
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hearths, and Christmas blazes; and we should, therefore, 
expect, d j?7’tori, that there would be no soul in tlicii 
chimneys ; that they would have no practised substantial 
air about them ; tliat they would, in short, be as awkward 
and as much in the way, as individuals of the human race 
are, when they don’t know what to do with themselves, or 
what they were created for. But in England, sweet car- 
honaceous England, we flatter ourselves we do know 
liomething about fire, and smoke too, or our eyes have 
strangely deceived us; and from the whole comfortable 
character and fireside disposition of the nation, we should 
conjecture that the architecture of the chimney would ho 
understood, both as a matter of taste and as a matter of 
comfort, to the Tie phis ultra of perfection. Let us see 
how far our expectations are realised. 

Eigs. 7, 8, and 9, are English chimneys. The}' aio 
distinguishable, wo think, at a glance, from all the rest, 
by a downright serviceableness of appca)ance, a substan 
tial, unaffected, decent, and chimney-like deportment, 
m the contemplation of which we experience infinite 
pleasure and edification, particularly as it seems to us to 
be strongly contrasted with an appearance, in all the other 
chimneys of an indefinable something, only to be ex- 
pressed by the interesting word “humbug.” Fin- 7 ig 
a chimney of Cumberland, and the nortl. of Lanc-ashire. 
It ra, aa my be seen at a glance, only applicable at the 
eyremity of the .-oof, and requires a bent fine. It is bnill 
o unhewn stones, in the same manner as the -Weatmore. 


Fr«s. 7 to 24. 
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land cottages ; the flue itself being not one-third the 
width of the chimney, as is scon at the top, where four 
flat stones placed on their edges form the termination of 
the flue itself, and give liglitness of apj^earancc to tlic 
whole. Cover this with a piece of paper, and observe 
how heavy and square the rest becomes. A few proje«:t- 
ing stones continue the line of the roof across the centre 
of the chimney, and two large masses support the projec- 
tion of the whole, and unite it agreeably with the wall. 
This is exclusively a cottage chimney ; it cannot, and 
must not, be built of civilized materials; it must be 
rough, and mossy, and broken; but it is decidedly the 
best chimney of the wliole set. It is simple and substan- 
tial, without being cumbrous ; it gives great variety to the 
wall from which it projects, terminates the roof agreeably, 
and dismisses its smoke with influitc projuiet}'. 

Fig. 8 is a chimney common over the whole of the 
north of England; being, as I think, one that will go 
well in almost any wind, and is applicable at any part of 
the roof. It is also roughly built, consisting of a roof of 
loose stones, sometimes one large flat slab, supported 
above the flue by four large supports, each of a single 
stone. It is rather light in its appearance, and breaks the 
ridge of a roof very agreeably. Separately considered, ^ 
it is badly proportioned ; but, as it just equals the height 
to which a long chimney at the extremity of the building 
would rise above the roof (as in Fig. 7) it is quite riglfl 
in situ, and would be ungainly if it were higher. The 
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Upper part is always dark, owing to tlie smoke, and tcUg 
agreeably against any background seen through the 
liollow. 

Fig. 9 is the chimney of the Westmoreland cottage 
which formed the subject of the last paper (p. 42). The 
good taste which prevailed in the rest of tlie building is 
not so conspicuous here, because the architect has begun 
to consider effect instead of utility, and has put a diamond- 
shaped piece of ornament on the fi-ont (usually contain- 
ing the date of the building), which was not necessary, 
and looks out of place. He has endeavoured to build 
neatly too, and has bestowed a good deal of plaster on 
the outside, by all which circuinstaucea the work is 
infinitely deteriorated. We have always disliked cylin- 
drical chimneys, probably because they put us in mind of 
glasshouses and manufactories, for wo are aware of no 
more definite reason ; yet this example is cudurable, and 
has a character about it which it would be a pity to lose. 
Sometimes when the square pai-t is carried down the 
whole front of the cottage, it looks like the remains of 
some grey tower, and is not felt to be a chimney at all. 
Such deceptions are always very dangerous, though m 
this case sometimes attended with good effect, as m the 
old building called Coniston Hall, on the shores of 
Coiiiston Water, whose distant outline (Fig. 25) is rendered 
light and picturesque, by the size and shape of its chim- 
neys, which are the same in character as Fig. 9. 

Of EngUsh chimneys adapted for buildings of a more 
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elevated character, we can adduce no good examples. 
The old red brick mass, which we sec in some of oui 
venerable manor-houses, has a great deal of Knglish 
character about it, and is always agreeable, when the rest 
of the building is of brick. Fig. 21 i-; a chimney of tliia 


Fig. 25. 



kind : there is nothing remarkable in it ; it is to be mot 
with all over England ; but we have placed it beside its 
neighbour Fig. 22, to show how the same form and idea 
are modified by the mind of the nations who employ it 
The design is the same in both, the proportions also ; but 
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tile one is a cliimue}’, the other a paltry model (f a 
paltrier edifice. Fig. 22 is Swiss, and is liable to all the 
objections advanced against the Swiss cottages ; it is a 
despicable mimicry of a large building, like the tower in 
the engraving of the Italian cottage (Fig. 40, p. 104), 
carved in stone, it is true, but not the less to be repro- 
bated. Fig. 21, on the contrary, is adapted to its use, 
and has no affectation about it. It would be spoiled, how- 
ever, if built in stone ; because the marked bricks tell us 
the size of the whole at once, and prevent the eye from 
suspecting any iiiteiitioii to deceive it with a mockery of 
arches and columns, the imitation of which would be too 
perfect in stone ; and therefore, even in this case, we have 
failed to discover a chimney adapted to Uie higher class 
of edifices. 


Fig. 10 is a Netherland chimney, Figs. 11 and 12 Ger- 
man. Fig. 10 belongs to an old Gothic building in Ma- 
lines, and is a good example of the application of the 
same lines to the chimney which occur in other parts of 
the edifice, Avithout bestowiiig any false elevation of char- 
acter. It is roughly carved in stone, projecting at its base 
grotesquely from the rwff, and covered at tlie top. The 
pointed arch, by which its character is given, prevents it 
from breaking in upon the lines of the rest of the build- 
in-, and, therefore, in reality it renders it less conspicuous 
than it would otherwise have been. "We never s on 
have noticed its existence, had we not been looking toi 

chimneys. 
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Fig. 11 is also carved in stone, and where there is 
much variety of architecture, or whei'e the buildings are 
grotesque, would be a good chimney, for the very simple 
reason that it resembles nothing but a chimney, and its 
lines are graceful. Fig. 12, though ugly in the abstract, 
might be used with effect in situations where perfect sim- 
plicity would be too conspicuous; but both Figs. 11 and 
12 are evidently the awkward efforts of a tasteless nation, 
to produce something original: they have lost the chastity 
which we admired in Fig. 7, without obtaining the grace 
and spirit of Figs. 17 and 20. In fact, they are essen- 
tially German. 

Figs. 14 to 18 inclusive, are Spanish, and have a pecu- 
liar character, which would render it quite impossible to 
employ them out of their own countiy. Yet they are not 
decorated chimneys. There is not one fragment of orna- 
ment on any of them. All is done by variety of form ; and 
with such variety no fault can be found, because it is 
necessary to give them the character of the buildings, out 
of which they rise. For we may observe licre, once for 
all, that character may be given either by form or by do 
coration, and that where the latter is improper, variety of 
the former is allowable, because the humble associations 
which render ornament objectionable, also render sim- 
plicity of form unnecessary.* We need not then iind 
fault with fantastic chimneys, provided they are kept in 

• Elevation of character, as was seen in the Italian cottage, depends 
opon Bunpbeity of form. ^ 
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unison with the rest of the building, and do not draw lot 
imu-h attention. 

Fig. 14, according to this rule, is a very good chitnney. 
It is graceful without being pretending, and its grotesque- 
ness well suits the buildings round it — we wsh we could 
give them ; they are at Cordova. 

Figs. IG and 17 ought to be seen, as they would be in 
reality, rising brightly up against the deep blue heaven of 
the south, the azure gleaming through their hollows ; un- 
less perchance a slight breath of refined, pure, pale vapour 
finds its way from time to time out of them into the light 
air; their tiled caps ciisting deep shadows on their white 
surfaces, and their tout ensemble causing no interruption 
to the feelings excited by the Moresco arches and 
grotesque dwelling-houses with which they would be 
surrounded ; they are sadly spoiled by being cut off at 

their bases. 

Figs. 13, 19, and 20 are Italian. Fig. 13 has only 
been given because it is constantly met with among the 
more modern buildings of Italy Figs. 19 and 20 are 
almost the only two varieties of chimneys which are to be 
found on tlie old Venetian palaces (whose style is to bo 
traced partly to the Turk, and partly to the Moor). The 
curved lines of Fig. 19 harmonise admirably with those of 
the roof itself, and its diminutive size leaves the simplicity 
of form of the large building to which it belongs en- 
tirely uninterrupted and uninjured. Fig 20. is seen per- 
petually cariying the whiteness of tlie Venetian marble up 
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into the sky ; but it is too tall, and attracts by far too 
niiicli attention, being conspicJious on the sides of all the 
canals. Figs. 22, 23, and 24 are Swiss. Fig. 23 is one 
specimen of au extensive class of decorated chimneys met 
with in the north-easteni cantons. It is never large, and 
consequently having no false elevation of character, and 
being always seen with eyes M'hich have been prepared for 
it, by resting on the details of the Swiss cottage, is less 
disagreeable than might be imagined, but ought never to 
be imitated. The pyramidal form is generally preserved, 
but the design is the same in no two examples. 

Fig. 24 is a chimney very common in the eastern can- 
tons, the principle of which we never understood. The 
oblique part moves on a hinge so as to be capable of 
covering the chimney like a hat, and the whole is covered 
with wooden scales, like those of a fish. This chimney 
sometimes comes in very well among the confused rafters 
of the mountain cottage, tliough it is i-ather too remark- 
able to be in good taste. 

It seems then, that out of the eighteen chimneys which 

we have noticed, though several possess character, and 

one or two elegance, only two are to be found fit for 

imitation; and, of these, one is exclusively a cottage 

chimney. This is somewhat remarkable, and may serve 
as a proof : — 

1st. Of what we at first asserted, that chimneys which 
in any way attrac*t notice (and if these had not. we should 
not have sketclied them) were seldom to be imitated ; that 
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there are few buildings which require them to be singu- 
lar, and none which can tolerate them if decorated ; and 
that the architect should always remember that the size 
and height being by necessity fixed, the foirn which draws 
least attention is the best. 

2dly. That this inconspicuousness is to be obtained, not 
by adhering to any model of simplicitj^, but by taking 
especial care tliat the lines of the chimneys are no inter- 
ruption, and its colour no contrast, to those of the build- 
ini£ to which it belonijs. Thus, Fiijs. 14 to 18 would bo 
far more actually remarkable, in their natural situation, 
if they were more simple in their form ; for they would 
interrupt the character of the rich architecture by which 
they are surrounded. Fig. 10, rising as it does above an 
old Gothic window, would liave attracted instant attention, 
had it not been for the occuri’cnce of the same lines in it 
which prevail beneath it. The form of Fig. 19 only 
assimilates it more closely witli the roof on which it 
stands. But we must not imitate chimneys of this kind, 
for tlieir excellence consists only in tlieir agi-eement witii 
otlier details, separated from which tlicy would be objec- 
tionable; we can only follow the principle of the design, 
wliich ap])cars, from all that we have advanced, to be this: 
we require, in a good chimney, the character of the hmld- 
ing to which it belongs divested of all its elevatum, and 
its prevailing limes deptdved of aU their ornoment. 

This it is, no doubt, excessively difficult to give ; and, 
in consequence, there are very few cities or edifices in 
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winch the chimneys are not objectionable. Wo must not, 
therefore, omit to notice the fulfilment of our expecta- 
lions, founded on English character; the only two chim- 
neys fit for imitation, in the whole eighteen, are English ; 
and we would not infer anything from this, tending to 
invalidate the position formerly advanced, that there was 
no taste in England ; but wo would adduce it as a farther 
illustration of the rule, that wliat is most adapted to its 
purpose is most beautiful. For that we have no taste, 
even in chimneys, is sufficiently proved by the roof effects, 
even of the most ancient, unaffected, and unplastered of 
our streets, in which the chimneys, instead of assisting in 
the composition of the groups of roofs, stand out in star- 
ing masses of scarlet and black, with foxes and cocks 
whisking about, like so many black devils, in the smoko 
on the top of them, iutcrnipting all repose, annihilating 
all dignity, and awaking every possible conception which 
would be picturesque, and every imagination which would 
be ra2)turous, to the mind of master-swecjjs. 

On the other hand, thougli they liave not on the Conti- 
nent tlie same knowledge of the use and beauty of chim- 
neys in the abstract, they display their usual good taste iii 
grouping or concealing them; and, whether we find them 
mingling with the fantastic domiciles of the Geiinau, with 
the rich imaginations of the Spaniard, with the classical 
remains and creations of the Italian, they are never intru- 
sive or disagreeable ; and either assist Uie grouping, and - 
relieve the horizontality of the Unes of the roof, or remain 
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entirely unnoticed and insiguiticant, smoking their pipei 
in peace. 

It is utterly impossible to give rules for the attainment 
of these effects, since they are the result of a feeling of 
the proportion and relation of lines, wliich, if not natural 
to a pei’son, cannot be acquired but by long practice and 
close observation ; and it presupposes a power rarely 
bestowed on an English architect, of setting regularity 
at defiance, and sometimes comfort out of the question. 
We could give some particular examples of this grouping; 
but, as this paper has already swelled to an unusual 
len<rtli, we shall defer them until we come to the consider- 
ation of street effects in general. Of the chimney in the 
abstract, we are afraid we have only said enough to illus- 
trate, without removing, the difficulty of designing it ; but 
we cannot but think that the general principles which 
have been deduced, if carefully followed out, would be 
found useful, if not for the attainment of excellence, at 

least for the prevention of barbarism. 

Oxford^ Feb. 10. 

It now only rcinaina for U3 to conclude the subject of 
the Cottage, by a few general remarks oh the just ai)- 
plication of modern buildings to adorn or vivify natu- 

ral scenery. 

Tliere are, we think, only three cases in winch the cot 
tage is considered as an clement of architectiunl, or any 
other kind of beauty, since it is ordinarily raised by tba 
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peasant where he likes, and how he likes; and, therefore, 
as we have seen, frequently in good .taste. 

1. Wlicn a nobleman, or man of fortune, amuses him- 
jself with superintending the erection of the domiciles of 
his domestics. 2. When ornamental summer-houses, or 
mimicries of wigwams, are to be erected as ornamental 
adjuncts to a prospect which the owner has done all he 
can to spoil, that it may be worthy of the honour of 
bavins: liirn to look at it. 3. When the landlord ex- 
ercises a certain degree of influence over the cottages 
of his tenants, or the improvements of the neighbour- 
ing village, so as to induce such a tone of feeling in 
the new erections as he may think suitable to their 
situation. 

In the first of these cases, there is little to be said; 
for the habitation of the domestic is generally a depend- 
ent feature of his mastei-’s, and, therefore, to be con 
sidcred as a part of it. Portei's’ lodges are also de- 
pendent upon, and to be regulated by, the style of tl)o 
architecture to which they are attached ; and they are 
generally well managed in England, properly united with 
tlie gate, and adding to the effect of the entrance. 

In the second ease, as the act is in itself a barbar- 
ism, it would be useless to consider what would bo the 
best mode of perpetrating it. 

In the third case, we think it will be useful to apply 

a few general principles, deduced from positions form- 
erly advanced. 
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All buildings are, of 0001*80, to be consideied in con- 
nexion with the country in which they are to be raised. 
Now, all landscape must possess one out of four dis- 
tinct characters. 

It must be cither woody, the green country ; cultivated, 
the blue country ; wild, the grey country ; or hilly, the 
brown country. 

1 . The Woody, or green, Country. By tliis is to be un- 
derstood the mixture of park, pasture, and variegated 
forest, which is only to be seen in temi^crate climates, and 
in those parts of a kingdom which have not often changed 
projirietoi-s, but have remained in unproductive beauty (or 
at least, furnishing timber only), the garden of the wealth- 
ier population. It is to be seen in no other country, per- 
haps, so well as in England. In other districts, we find 
extensive masses of black forest, but not the mixture of 
sunny glade, and various foliage, and dewy sward, which 
we meet with in the richer jiark districts of England. 
This kind of country is always surgy, oceanic, and massy, 
in its outline ; it never affords blue distances, unless seen 
from a height; and, even then, the nearer gi-oups are 
large, and draw away the attention from the background. 
The under soil is kept cool by the shade, and its vegeta- 
tion rich ; so that the prevailing colour, except for a few 
days at the fall of the leaf, is a fresh green. A good ex 
ample of this kind of country is the view from Richmond 

Hill. 

Now, fct, let us consider what sort of feeling this 
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green country excites ; and, in order to do so, 1)C it 
observed, that anything wliich is apparently enduring and 
itiicbangeable gives us aii impression rather of future, 
than of past, duration of existence; but anything which 
being perishable, and from its nature subject to change, 
has yet existed to a gi'cat age, gives us an impression of 
antiquity, though, of course, none of stability. A moun- 
tain, for instance (not geologically speaking, for then the 
furrows on its brow give it age as visible as was ever 
wrinkled on human forehead, but considering it as it ap- 
peal's to ordinary eyes), appeal's to be beyond the influence 
of change : it docs not put us in mind of its past cxisteneo 
by showing us any of the effect of time upon itself; we do 
not feel that it is old, because it is not approaching any 
kind of death : it is a mass of unsentient undeeayiiig niat- 
tcr, which, if we think about it, we discover must have ex- 
isted for some time, but which does not tell this fact to our 
feelings, or, rather, which tells us of no time at which it 
came into existence ; and, therefore, gives us no standard 
by which to measure its age, which, unless measured, can- 
not be distinctly felt. But a very old forest tree is a 
thing subject to the same laws of nature as oui'selves: it is 
an energetic being, liable to and approaclung death ; its 
age is written on every spray ; and, because we see it 
is susceptible of life and aniiiJiilatioii, like our own, we 
imagine it must be capable of the same feelings, and pos- 
sess the same faculties, and, above all others, memory ; it 

is always telling us about the past, never pointing to the 

4 - 


74 


‘rilE POETRY OP ARCHlTEOrURE. 


future ; we appeal to it, as to a tiling which has seen and 
felt diu’iug a life similiar to our ow’n, though of ten times 
its duration, and therefore receive fi'om it a perpetual im- 
pression of antiquity. So, again, a ruined tower gives us 
an impression of antiquity : the stones of which it is built, 
none ; for their age is not written upon them. 

This being the case, it is evident that the chief feeling 
induced by woody country is one of reverence for its anti- 
quity. There is a quiet melancholy about the decay of the 
patriarchal trunks, which is enhanced by the green and 
elastic vigour of the young saplings ; the noble form of the 
forest aisles, and the subdued light which penetrates their 
entangled boughs, combine to add to the impression ; and 
the whole character of the scene is calculated to excite 
conservative feeling. The man who could remain a radi- 
cal in a wood country is a disgrace to his species. 

Now, this feeling of mixed melancholy and veneration 
is the one of all others which the inodein cottage must not 
be allowed to violate. It may be fantastic or rich in 
detail ; for the one cliaracter will make it look old- 
fashioned, and the other will assimiL-^te with tlie inter- 
twining of leaf and bough around it: but it must not be 
spruce or natty, or very bright in colour; and the older it 

looks the better. 

A little grotesqueness in form is the more allowable, 
because the imagination is uaturally active in tlie obscui-e 
and indefinite daylight of wood sceneiy ; conjures up m- 
numerable beings, of every size and shaj c, to people ita 
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alleys and smile tlirongh its thickets ; and is by no mt^ans 
displeased to find some of its inventions half-realized, in a 
decorated panel or giinning extremity of a rafter. 

Tliese characjtei-s being kept in view, as objects to bo 
attained, the remaining considerations are technical. 

For the form. Select any well-grown grown group of 
the tree which prevails most near the proposed site of the 
cottage. Its summit will be a rounded mass. Take the 
three principal points of its curve ; namely, its apex (c), 
and the two points where it unites itself with neiglibour 

Fio. 20. 


C 



ing masses {a and 5, Fig. 2G). Strike a circle thi-ongh these 
three points ; and the angle contained in the segment cut 
off by a line joining a and b is to be the angle of the 
cottage roof. (Of course we are not thinking of interior 
convenience ; tlie architect must establish his model of 
beauty first, and then approach it as nearly’’ as he can.) 
Tills angle will generally be very obtuse ; and tliis is one 
reason why flie Swiss cottage is always beautiful when it 
is sot among walnut or che.stnut trees. Its obtuse roof is 
just about the true angle. "With pines or larches, the 
angle should not be regulated by the form of the tree, bnl 
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by tbe slope of tlie branches. The building itself should 
be low and long, so tliat, if possible, it may not be seen all 
at once, but may be partially concealed by trunks or Uaf- 
age at various distances. 

For the colour, that of wood, is always beautiful. If the 
wood of the near trees be used, so much the better ; but 
the timber should be rough-hewn, and allowed to get 
weather-stained. Cold 001001*8 will not suit with green ; 
and, therefore, slated roofs are disagreeable, unless, as in 
the AVestmorelaiid cottage, the gray roof is warmed with 
licheiious vegetation, when it will do well with anything ; 
but thatch is better. If the building be not of wood, the 
walls may be built of anything which will give them a 
quiet and unobtruding warmth of tone. "White, if in 
shade, is sometimes allowable ; but, if ^'isible at any point 
more than 200 yards off, it will spoil tlie whole landscape. 
In general, as we saw before, the building will bear some 
fantastic finishing, that is, if it be entangled in forest ; but 
if among massive groups of trees, separated by smooth 

sward, it must be kept simple. 

2 . The Cultivated, or blue, Country. This is tlie rich 

champaign land, in which large trees are more sparingly 
scattered, and which is chiefly devoted to the pui-posea of 
agnculture. In this we are perpetually getting blue dis- 
tances from the slightest elevation, which are rendered 
more decidedly so by their contrast with warm com or 
ploughed fields in the foreground. Such is the greater 
pait of England. The view from the hills of Ma vern is 
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a good example. In districts of this kind, all is cliauge i 
one yeai*’B crop has no memory of its predecessor ; all is 
activity, prosperity and usefulness ; nothing is left to the 
imagination ; there is no obscurity, no poetry, no non 
sense ; the colours of the landscape are bright and varied ; 
it is thickly populated, and glowing witli animal life. 
Here, then, the character of the cottage must be cheerful- 
ness: its coloui-s may be vivid ; white is always beautiful ; 
even red tiles are allowable, and red bricks endurable. 
Neatness will not spoil it; the angle of its roof may be 
acute, its windows sparkling, and its roses red and abun- 
dant ; but it must not be ornamented jior fantastic, it must 
be evidently built for the uses of common life, and have a 
matter-of-fact, business-like air about it. Its outhouses, 
and pigsties, and dunghills should, therefore, be kept in 
sight : the latter may be made very pretty objects by 
t^visting them with the pitchfork, and plaiting them into 
braids, as the S\viss do. 

3. The "Wild, or grey, Country. “ "Wild” is not exactly 
a correct epithet ; we mean wide, unenclosed, treeless un- 
dulations of land, whether cultivated or not. The greater 
part of iwrthcrii France, though well bro\ight under the 
plough, would come under the denomination of grey 
country. Occasional masses of monotonous forest do not 
desti’oy this character. Here, size is desirable, and mossi- 
ness of form ; but we must have no brightness of colour 
in the cottage, otlierwise it would draw tlxe eye to it at 
three miles ofP, and the whole landscape would bo covered 
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with conspicuous dots. White is agreeable, if sobered 
down ; slate allowable on the roof, as well as that(!h. For 
the rest, we need only refer to the remarks formerly made 
on the propriety of the French cottage. 

Lastly, Hill, or brown. Country. And here, if we look 
to England alone, as peculiarly a cottage country, the re- 
marks formerly advanced, in the consideration of the 
Westmoreland cottage, arc sufficient ; but, if we go into 
mountain districts of more varied character, we shall find 
a difference existing between every range of hills, which 
will demand a corresponding difference in the style of 
their cottages. The principles, however, are the same in 
all situations, and it would be a hopeless task to endeavour 
to give more than general principles. In hill country, 
however, another question is introduced, whose investiga- 
tion is peculiarly necessary in cases in which the ground 
has inequality of surface, that of position. And the diffi- 
culty here is, not so much to ascertain where the building 
ought to be, as to put it there, without suggesting any 
enquiry as to the mode in which it got there; to prevent 
its just application from appearing artificial. But we 
cannot enter into this enquiry, before laying doWn a imin- 
ber of principles of composition, which are applicable, 
not only to cottages, but generally, and which we cannot 
deduce until we come to the consideration of buildings in 

groups. 

Such are the great divisions under wliich country and 
rural buildings may be compreliended ; but there are in- 


THE POETRT OF AROIIITECTUKE. 


7G 


termediate conditions, in which modified forms of the cot- 
tage are applicable ; and it frequently happens that coun- 
try winch, considered in the abstract, would fall iindc! 
one of these classes, possesses, owing to its peculiar 
climate or associations, a very different character. Italy, 
for instance, is blue country; yet it has not tlie least re- 
semblance to Euglish blue country. We have paid parti- 
cular attention to wood-; first, because we liad not, in any 
previous paper, considered what was beautiful in a forest 
cottage ; and, secondly, because in such districts there is 
generally much more influence exercised by proi)rictoi*3 
over their tenantry, than in populous and cultivated dis- 
tricts ; and our Euglish park scenery, though exquisitely 
beautiful, is sometimes, we think, a little monotonous, 
from the want of this very feature. 

And )iow, farewell to the cottage, and, with it, to. the 
humility of natural scenery. We are sorry to leave it; 
not that we have any idea of living in a cottage, as a com- 
fortable thing ; not that wo prefer mud to marble, or deal 
to mahogany ; but that, with it, we leave much of what is 
most beautiful of earth, the low and bee-inhabited scen- 
ery, which is full of quiet and prideless emotion, of sucli 
calmness as we can imagine prevailing over our earth 
jwheu it was new in heaven. We are going into higher 
walks of architecture, where we shall find a less close 
connexion established between the building and the soil 
on which it stands, or the air with which it is sm-rounded, 
hut a closer connexiou with the character of its inhabitant. 
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We shall have less to do with natural feeling, and more 
with human passion ; we are coming out of stillness into 
turbulence, out of seclusion into the imdtitude, out of the 
wilderness into the w’orld. 


THE yiLLA. 


Tlie Mountain YiUa. — Lago di Como, 

In all arts or sciences, before we can determine what is 
jnst or beautiful in a group, we must ascertain wJiat is de- 
sirable in the parts which compose it, separately con 
sidered ; and tlierefore it will be most advantageous in the 
present case to keep out of the village and the city, until 
we have searched hill and dale for examples of isolated 
buildings. This mode of considering the subject is also 
agreeable to the feelings, as the transition from the higher 
ordei*s of solitary cdihccs, to groups of associated edifices, 
is not too sudden or startling, as that from nature’s most 
humble peace, to man’s most turbulent pride. 

"We have contemplated the rural dwelling of the pea- 
sant ; let us next consider the ruralised domicile of tlie 
gentleman : and here, as before, we shall fii-st determine 
what is theoretically beautiful, and then observe how far 
our expectations are fulfilled in individual buildings. But 
a few preliminary observations are necessary. 

Man, tlie peasant, is a being of more marked national 
character, than man, the educated and refined. For na- 
tdouality is founded, in a great degree, on prejudices and 
feelings inculcated and aroused in youth, which grow in- 
veterate in the miud as long as its views are confined tc 
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the place of its birth ; its ideas moulded by the custon.s of 
its country, and its conversation limited to a circle com- 
posed of individuals of habits and feelings like its own ; 
but which are gradually softened down, and eradicated 
when the mind is led into general views of things, when it 
is guided by reflection instead of habit, and Las begun to 
lay aside opinions contracted under the influence of asso- 
ciation and prepossession, substituting in their room philo- 
sophical deductions from tlie calm contemplation of the 
various teinpei*5, and thoughts, and customs, of mankind. 


The love of its country will remain 


with nndiminished 


strength in the cultivated mijid, but the national inodes 


of thinking will vanish from the disciplined intellect. 


Now as it is only by these mannerisms of tlionght that 
architecture is affected, we shall find that the more polish- 


ed the mind of its designer, the less national will be the 
building ; for its architect will be led away by a search 
after a model of ideal beauty, and will not be involun- 
tarily guided by deep-rooted feelings, governing irresisti- 
bly his heart and hand. lie will therefore he in per- 
petual danger of forgetting the necessary unison of scene 
and climate, and following up the chase of the ideal, will 
neglect the beauty of the natural ; an error whicli ho 
could not commit, were he less general in Ids views, for 
then the prejudices to wliich he would be subject, would 
be as truly in unison with the objects which cieatcd 
them, as answering notes with the chords widen awaken 
them. We must not, tlierefore, be am-pi-iscd, if buddings 
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bearing impress of the cxcn-ise of fine thought and high 
talent in their design, should yet offend ns hy perpetual 
discords with scene and climate ; and if, therefore, wo 
sometimes derive less instrnction, and less pleasure, from 
the columnar portico of the Palace, than from the latched 
door of the Cottage. 

Again : man, in his horn's of relaxation, when ho is en 
gaged in the pui-suits of mere pleasure, is less national 
than when he is under the influence of any of the more 
violent feelings wliich agitate every-day life. The reason 
of this may at first appear somewhat obscure, but it will 
become evident, on a little reflection. Aristotle’s defini- 
tion of pleasure, perhaps the best ever given, is, “ an agi- 
tation, and settling of the spirit into its own proper na- 
ture similar, by the by, to the giving of liberty of motion 
to the molecules of a mineral, followed by tlieir ci-ystal- 
lisation, into their o^\'n proper form. Now this “proper 
nature,” virdpxovffiv is not the acquired national 

habit, but the common and universal constitution of the 
luiman soul. This constitution is kept under by the feel- 
ings which prompt to action, for those feelings depend 
upon parts of character, or of prejudice, which are pecu- 
liar to individuals or to nations ; and the pleasure which 
all men seek is a kind of partial casting away of these 
more active feelings, to return to tlie calm and unelmng- 
ing constitution of mind which is the same in all. "Wo 
shall, therefore, find that man, in the business of his life 
in i-eligion, war, or ambition, is national, but in relaxation 
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lie inanifeS'ts a nature common to every individual of his 
race. A Turk, for instance, and an Englisli farmer, 
smoldng tlicir evening pipes, differ only in so much as the 
one lias a month-piece of amber, and the other one of 
ioaling-wax; the one has a turban on liis head, and the 
other a night-cap ; they are the same in feeling, and to all 
intents and purposes the same men. But a Turkish janis- 
sary and an English grenadier differ widely in all their 
modes of thinking, feeling, and acting ; they are strictly 
national. So again, a Tyrole.se evening dance, though the 
costume, and the step, and the music may be different, is the 
same in feeling as that of the Parisian guinguette ; but fol- 
low the Tyrolese into their temples, and their deep devotion 
and beautiful though superstitious reverence will be found 
\ erv different from any feeling exhibited during a mass in 
Notre-Dauie. This being the case, it is a dircctconsequeuce, 
that we shall find much nationality in the Church or the 
Portress, or in any building devoted to the puiposes of 
active life, but very little in tiiat which is dedicated o.x- 
clusively to relaxation, the Villa. We shall be compelled 
to seek out nations of very strong feeling and imagmativo 
disposition, or wc shall find no correspondence whatever 
between their character, and that of their buildings de- 
voted to pleasure. In our own country, fur instance, there 
is not the slightest. Beginning at the bead of Winder- 
mere, and running down its border for about six miles, 
tliere arc six important gentlemen’s scats, villas they may 
l)c called, the fii-st of which is a square white mass, do- 
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cornted with pilasters of no order, set iii a green avenue, 
f>lti2>ing down £o the water; the second is an imitation, wc 
suppose, of something possessing tlieoretical existence in 
Switzerland, with sharp gable ends, and wooden floiU'ishes 
turning the cornel’s, set on a little dumpy mound, with a 
slate wall running all round it, glittering with iron jiyrites; 
the third is a blue dark-looking box, squeezed up into a 
group of straggly larches, with a bog in front of it ; tlu 
fourth is a cream-coloured domicile, in a large park, rather 
quiet and unaffected, the best of the four, though that is not 
saying much ; the fifth is an old-fashioned thing, formal, 
and narrow-windowed, yet grey in its tone, and quiet, and 
not to be maligned ; and the sixth is a nondescript, cir- 
cular, putty-coloured habitation, with a leaden dome on tlio 
top of it. If, however, instead of taking AVindermere, wc 
trace the shore of the Lago di Como, we shall find somo 
expression and nationality, and there, therefore, will we 
go, to return, however, to England, M’hen we have ob- 
tained some data by which to judge of her more fortunate 
edifices. "We notice the Mountain Yilla fii*st, for two 
reasons ; because effect is alwa^’s more considered in its 
erection, than when it is to be situated in a less iutcrcstiiu^ 
country, and because the effect desired is very rarely given, 
there being far greater difficulties to contend witl\. But*^ 
one word more, before setting off for the south. Though, 
as we saw before, the gentleman has less national char- 
acter than the boor, his individual character is more 
marked, especially in its finer features, which are clearly 
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and perfectly developed by education; consequently, 
when the inliabitaiit of tlic villa has had anvthin" to do 

«• O 

with its erection, we might expect to find indications of 
individual and peculiar feelings, which it would be most 
iiitorestiiig to follow out. But this is no part of our pre- 
sent task' ; at some future period we hope to give a series 
of essays on the habitations of the most distinguished men 
of Europe, showing how the alterations which they di- 
rected, and the expression which they bestowed, corres- 
ponded with the turn of their emotions, and leading intel- 
lectual faculties ; but at present we have to deal only with 
generalities ; we have to ascertain, not what will be pleas- 
ing to a single iniml, but what will afford giatification to 
every eve possessing a certain degree of experience, and 
every mind endowed with a cei'tain degree of taste. 

AV’^ithout further preface, therefore, let us endeavour to 
ascertain what would he theoretically beautiful, on the 
shore, or among the scenery of the Larian Lake, prepara- 
tory to a sketch of the general features of those villas 
which exist there, in too great a multitude to admit, on 

our part, of much individual detail. 

For the general tone of the scenery, wc may refer to 
the paper on the Italian cottage ;* for the shores of the 


• The CharneUT of tho Italian M.m„tain Itato 

.nount.,in scenery has tea. elevation of character than ^ 
Qi.iMinr sinirular : but there are many simple rcaf ons for a fact wb.c . 
„e doubt not, haa been felt by everj- one (eapal lo of fee W 
Who ever left the Alps to pass into Lombardy. The 6rrt is, 
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Lake of Como have generally the character there des- 
cribed, with a little more clieerfnUiess, and a little less 
elevation, bat aided by great variety of form. They are 
not quite so rich in vegetation as the plains: both bccanso 
the soil is scanty, there being, of coarse, no decomposition 
going on among the rocks of black marble which form 
the greater part of the shore ; and because the mountains 
rise steeply from the water, leaving only a narrow zone at 


mouDtain scene, as we saw in the last paper, bears no traces of decay, 
since it never possessed any of life. The desolation of tbe sterile 
peaks, never having been interrupted, is altogether free from the 
melancholy which is consequent on the passing away of interruption. 
They stood up in the time of Italy's glory, into the voiceless air, while 
all the life and light which she remembers now was working and 
moving at their feet, on animated cloud, which they did not feel, and 
do not miss. That region of life never reached up their flanks, and has 
left them no memorials of its being; they have no associ.ation-s, no 
monuments, no memories ; we look on them as wo would on other hills : 
things of abstract and natural magnificence, which the presence of man 
could not increase, nor bis departure sadden. They are, in conse- 
quence, destitute of all that renders the name of Ausonia thrilling, or 
her champaigns beautiful, beyond the mere splendour of climate ; and 
even that splendour is unshared by the mountain ; its cold atmosi>hero 
being undistinguished by any of that rich, purple, ethereal traus- 
parency, which gives the air of tbe plains its depth of feeling ; we 
con find no better expression. 

Secondly. In all hill scenery, though there is increase of size, there 
is want of distance. We are not speaking of views from summits, but 
of the average aspect of valleys. Suppose the mountains bo 10,000 ft 
lugh, their summit will not be more than six miles distant in a direct 
line; and there is a general sense of confinement, induced by thei* 
vvall-like boimdaries^ which is painful, contrasted with the wide expa- 
tiation of spirit induced by a distant view over plmns. In ordinary 
countries, however, where the plain is on uninteresting mimif ©f oolU- 
votion, the sublimity of distance is not to be compared to that of 
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ihoil* l)ascs in the climate of Italy. In that zone, how 
ever, the olive grows ^ great luxuriance, with the cypress, 
oi-nngc, aloe, myrtle, and vine, the latter always trellised. 

Now, as to the situation of the cottage, we liave already 
=^eeu that great humility was necessary, both in the build*- 
iiig and its site, to prevent it from offending us by an 
ap)>areiit struggle with forces, compared with which its 
streiiirth w’as dust: but we cannot Iiave this extreme 


size : bat, where every yard of the cultivated country has its tale to 
tell ; where it is jicrpctually intersected by rivers whose names are 
meaniii" music, and glancing with cities and villages, every one of 
which has its own halo round its lioad; and where the eye is carried by 
the clearness of the air over the blue of the farthest horizon, without 
finding one wreath of mist, or one shadow-y cloud, to check the dis- 
tinctness of the impression ; the mental emotions excited are richer, 
and deeper, and swifter than could be awakened by the noblest hills 
of the earth, unconnected with the deeds of men. 


Lastly. The plain country of Italy baa not even to choose between 
the glory of distance and of size, for it has both. I do not think there 
i.s a Fi).)t, from Venice to Jlcs-sina, where two ranges of mountains, at 
the le.ost. are not in sight at the same time. In Lombardy, the Alps 
are on one side, the Apennines on the other ; in the Veneiian territory, 
the Alps, Apennines, and Euganean Hills ; going southwards, the Apen- 
nines always, their outworks running far towards tlie sea, and the coast 
itself frequently mountainous. Now, the a.spect of a noble range o 
hills, at a considerable distance, is, in our opinion, far more imposing 
(considered in the abstract) than they arc seen near : tbcir height is 
better told, tbcir outlines softer and more melodious, their maj^ty 
more mysterious. But, in Italy, they gain 

majesty : they gain life. They cease to be the cold forgetful things 
they were ; they hold the noble plains, in tbeir Lap and becom 
venerable, a-s having looked down upon them, and watched over them 
for ever, unchanging ; they become port of the pictures of associa^ous 
we endow them with memory, and then feel them to be posseswd of 
»11 that glorious on earth. 
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humility in the vnia, the dwelling of wealth and power, 
and yet we must not, any more, suggest the idea of its 
resisting natural influences under which the Pyramids 
could not abide. The only way of solving the difliculty 
is, to select such sites as shall seem to have been set aside 
by nature as places of rest, as points of calm and endur- 
ing beauty, ordained to sit and smile in their glory of 
quietness, while the avalanche brands the mountain top, 
and the torrent desolates the valley ; yet so preserved, not 

For these three reasons^ then) the plains of Italj possess far more 
elevation of character than her bill scenery* To the northward > this 
contrast is felt very strikingly) as the distinction is well marked « the 
Alps rising sharply and suddenly* To the southward) the plain is moro 
mingled >vith low projecting promontories^ and unites almost ovoiy* kind 
of beauty* nowever, even among her northern lakcS) the richness of 
the low climate, and the magnificence of form and colour presented 
by the distant Alps, raise the ebaraoter of the sceno immeasurably 
above that of most bill landscapes, even wore those natural features 
entirely unassisted by associations which, though moro sparingly scat* 
terod than in the south) are sufficient to give light to every leaf, and 
voice to every wave* 

J7<e Atniancfi^ brands ths Jlfauntain Top . — There are two kinds of 
winter avalanches ; the one, sheets of frozen snow, sliding on the sur* 
face of others. The swiftness of these, as the clavendior of the Con^ 
vent of St* Bernard told me, ho could compare to nothing but that of 
a cannon ball of equal size* The other is a rolling moss of snow, 
accumulating in its descent. This, grazing the bare hill side, tears up 
its surface like dust, bringing away soil, rock, and vegetation, as a 
grazing boll tears flesh ; and leaving its withered path distinct on tbo 
green hill side, us if the mountain had been branded with red-hot 
iron. They generally keep to the same paths ; but, when the snow 
accumulates, and sends down one the wrong way, it has been known to 
cut down a pine forest, as a scythe mows grass* The tale of its work 
is well told by the seared and branded marks on the hill suxnmito and 
sidea* 
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Ijy slieltcr amidst violence, but by beiii" ])laced wliolly oul 
of the influence of violence. For in this they must dift'ci 
from tlie site of tlie cottage, that the peasant may seek 
for protection under some low rock or in some narrow 
dell, but the villa must have a domain to itself, at once 
conspicuous, beautiful, and calm. 

As re^rds the form of the cottajre, we have seen how 
the Westmoreland cottage harmonised ^vith the ease of out- 
line so conspicuous in hill scenery, by the irregularity of its 
details; hut, here, no stich irregularity is allowable or con- 
sistent, and is not even desirable. For the cottage enhan- 
ces the wildness of the surrounding scene, by sympathising 
with it ; the villa must do the same thing, by contrasting 
with it. The eye feels, in a far greater degree, the terror 
of the distant and desolate peaks, when it passes down 
their ravined sides to sloping and verdant hills, and is 
guided from these to the rich glow of vegetable life in the 
low zones, and through this glow to the tall front of some 
noble edifice, peaceful even in its pride. But this contrast 
must not he sudden, or it will be stai-tling and harali ; and 
therefore, as we saw above, the villa must be placed where 
all the severe features of the scene, though not concealed, 
are distant, and where there is a graduation, so to speak, 
of impressions, from tern.r to loveliness, the one softeued 
by distance, the other elevated in its style: and the form 
of the villa must not be fantastic or angular, but must be 
full of variety, so tempered by simplicity as to obtain ease 
of outline united witli elevation of character; the first bfr 
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iHg necessary for reasons before advanced, and the second, 
lliat the whole may harmonise with the feelings induced 
by the lofty featui’cs of the accoinpan^'ing scenery in any 
hill country, and yet more, on the Larian Lake, by the 
deep memories and everlasting associations which iiaunl 


tlie stillness of its shore. Of tlie colour required by Italian 
landscape we liave spoken before, and we shall see that, 
particularly in this case, white or pale tones are agreeable. 
We shall now proceed to the situation and form of the 


villa. As regards situation; the villas of the Lago di 
Como are built, par preferenccy either on jutting promon* 
tones of low crag covered with olives, or on those parts of 
the shore where some mountain stream has carried out a 
bank of alluvium into the lake. One object proposed in 
this choice of situation is, to catch the breeze as it comes up 
the main opening of the hills, and to avoid the reflection 
of the sun’s rays from the rocks of the actual shore ; and 
another is, to obtain a prospect up or down the lake, and of 
the hills on whose projeetion the villa is built: but the 
effect of this choice, when the building is considered the 
object, is to carry it exactly into tlie place where it ought 

to^be, far from the precipice and dark mountain, to the 
border of the bending bay and citron-scented cape, where, 
M stands at once conspicuous and in peace. For instance, 
m F.g. 27, (Bellaggio, Lago di Como), although the eye 
falls suddenly from the crags above to the promontory 
e ow, yet all the sublime and severe features of the 
sc.ene are kept in the distance, and the villa itself is min- 
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gled with graceful lines, and embosomed in rich vegcla- 
tion. The promontory separates the Lake of Lecco from 
that of Como, properly so called, and is three miles from 
the opposite shore, whicli gives room enough for aerial 
pei'spective. So also in Fig. 28. 


Fig. 28. 



We shall now consider tlie form of the villa. It is gen- 
erally the apex of a series of artificial terraces, which con- 
duct through its gardens to the water. These are formal 
in their design, but extensive, wide, and majestic in then 
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slope, the steps being gctiei-ally about ^ ft. liigli and 4^ ft 
wide (soinetitnes liowever much deeper). They are gejic- 
rally supported by white wall, strengthened by untiUed 
arches, the angles being turned by sculptured pedestals, sur- 
mounted by statues, or urns. Along tlie terraces are car- 
ried rows, sometimes of cypress, moi-e frequently of orange 
or lemon trees, with myrtles, sweet bay, and aloes, inter- 
mingled. but always with dai-k and spiry cypresses occur- 
ring in groups ; and attached to these terraces, or to tho 
villa itself, arc series of arched grottoes (seen well in Fig 
27), built (or sometimes cut in the rock) for coolness, fi-e- 
rpiently overhanging the water, kc])t dark and fresh, and 
altoirether delicious to the feelings. A go*)d instance of 

o o o 

these united peculiarities is seen in Fig. 27. f\’’illa Soinina- 
Riva, Lago di Como). There are a few slight additions 
made to tho details of the approacli, that it may be a good 
example of general style. 

The eft'ect of these approaches is disputable. It is dis- 
pleasing to many, from its formality; but we are i^er- 
fiiiaded that it is right, because it is a national style, and 
therefore lias in all probability' duo connexion with scene and 
chai'actcr ; and this connexion wc shall endeavour to prove. 

Tlic frequent occurrence of tlic arch is always dcliglit- 
ful in distant effect, partly on account of its graceftd line, 
partly because the shade it exsts is varied in depth, bccoiti- 
ing deeper and deeper as the grotto retires, and partly be- 
cause it gives great apparent, elevation to the walls which 
it supports. The grottoes themselves are agreeable objecU 
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seen near, because tliey give an impression of coolness to 
the eye ; and they echo all sounds witli great melody ; 
small streams are often conducted througli them, occasion- 
ing slight breezes by tlieir motion. Then the statue and 
the urn are graceful in their outline, classical in their 
meaning, and coirect in their position, for where could they 
be more appropriate than here: the one ministering to 
memory, and the other to mourning. Tlie terraces them- 
selves are dignified in their chai*acter (a necessary effect, as 
wo saw above), and even the formal rows of trees arc riMit in 
this climate, for a peculiar reason. Effect is always to bo 
considered, ill Italy, as if the sun were always to shine, for 
it docs nine days out of ten. Now the shadows of foliao-o 

O 

regularly disposed, fall with a gi acc which it is impossible 
to describe, running up and down across the marble steps, 
and casting alternate statues into darkness; and chequer- 
ing the white walls with a “method in their madness,'* 
altogether unattainable by loose grouping of trees; and 
therefore, for the sake of this kind of shade, to which the 
eye, as well as the feeling, is attracted, the long row of 
cypresses or orange trees is allowable. But there is a stiU 
more important reason for it, of a directly contrary nature 
to that which its formality would seem to require. In all 
beautiful designs of exterior descent, a certain regularity 
IS necessary; the lines should be graceful, but they must 
balance each other, slope answering to slope, statue to 
statue. Now this mathematical regularity would hurt the 
eye excessively in the midst of scenes of natiu-al grace. 
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were it executed in bare stone; but, if we make part ol 
the design itself foliage, and put in touches of regular 
shade, alternating with the stone, whose distances and 
darkness are as niatheinatically limited as the rest of the 
grouping, but whose nature is changeful, and varied in in- 
dividual forms, wo have obtained a link between nature 
and art, a step of transition, leading the feelings gradually 
from the beauty of regularity to that of freedom. And 
this effect would not be obtained, as might at fii'st appear, 
by intermingling trees of different kinds, at irregular dis- 
tances, or wherever they choose to grow ; for then the de- 
sign and the foliage would be instantly separated by flie 
eye, the symmetry of the one would be interrupted, the 
grace of the other lost; the nobility of the design would 
not be seen, but its formality would be felt ; and the wild- 
ness of the trees would be injurious, because it would be 
felt to be out of place. On principles of composition, 
therefore, the regular disposition of decorative foliage is 
right, when such foliage is mixed with architecture; hut 
it requires great taste, and long study, to design this dis- 
position properly. Trees of dark leaf and little colour 
should be invariably used, for they are to be considered, 
it must be remembered, rather as free touches of shade 
than as trees. Take, for instance, the most simple bit of 
design, such as the hollow balustrade Fig. 29, and sup- 
po.se°that it is found to look cold or raw, when executed, 
and to want dipth. Then put small pots, with any 
dark shrub, the darker the better, at fixed places be 



THE POETRY OF ARCHITECTURE. 


97 


hind them, at the same distance as the balustrades, or 
between every two or three, as shown in Fig. 30, and keep 
them cut down to a certain lieight, and we have immedi- 
^ate depth and increased ease, with undiininished syinmetiy. 
But the great difficulty is to keep the thing within propel 
limits, since too much of it will lead to paltriness, as is the 
case in a slight degree in Isola Bella, on Lago Maggiore ; 




Fig. 80. 


and not to let it run into small details : for, be it remem- 
bered, that it is only in the majesty of art, in its large and 
general effects, that this regularity is allowable ; nothing 
but variety should be studied in detail, and therefore there 
can be no barbarism gi*eater then the lozenge borders and 
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beds of the Frencli gai-dcn. Tiie scenery aro\md must ba 
naturally ric-li, that its variety of line may relieve the sli Hit 
stifTiioss of tiie architecture itself; and the climate lnu^I 
always bo considered ; for, as we sa\v, the chief beauty of 
these diglits of steps depends upon tlie jii’csence of the 
enn ; and, if they are to be in shade lialf tlie year, the dark 
trees will only make them j^loomy, the grass will grow be- 
tween tlie stones of the steps, black weeds will flicker from 
the pedestals, damp mosses discolour the statues and urns, 
.and the whole will become one incongruous ruin, one ridi- 
culous decay. Besides, the very dignity of its cliaracfer, 
even could it be kcjit in jiroper order, would be out of 
jdacc in any country lint Italy. Busts of Virgil or Ariosto 
would look astonished in an English snow-storm; statues 
(<f Apollo and Diana would be no more divine, where the 
laurels of the one would be weak, and the crescent of the 
other would never gleam in pure moonlight. The whole 
glory of the design consists in its unison with tlie dignity 
of the landscape, and with tlie classic.il tone of the country. 
Take it awav from its concomitant circumstances, and in- 
stead of conducting the eye to it by a scries of lofty and 


dreamy impressions, bring it tlirougli green lanes, or over 
copse-covered crags, as would be the ease in England, and 
the whole system becomes utterly and absolutely absurd, 


mdy in outline, woj-se than useless in application, unmean- 
ing in design, and incongruous in association. 

]t seems, then, that in the approach to the Italian villa, 
we have disco\crcd great nationality and great beauty, 
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'^Idcli was more than we coxild have expected, hut a beauty 
utterly unti*ansfcrable from its own settled habitation. In 
our next paper we shall proceed to the building itself, which 
will Dol detain us long, as it is generally simple in its design, 
and take a general view of villa architecture over Italy. 

AYe have bestowed considerable attention on this style 
of Garden Architecture, because it has been much 
abused by persons of high authority, and general good 
taste, who forgot, in their love of grace and ideal beauty, 
the connexion with surrounding circumstances so mani- 
fest even in its formality. Eustace, wo tWnk, is one of 
these ; and although it is an error of a kind he is peqictu- 
ally committing, he is so far right, that this mannerism is 
frequently carried into excess even in its own peculiar do- 
main, then becoming disagreeable, and is always a dange- 
rous style in inexperienced hands. AYe, think, however, 
paradoxical as the opinion may appear, that everj' one who 
is a true lover of Nature, and has been bred in her wild 
school, will be an admirer of this symmetrical designing, 
in its place ; and will feel, as often as be contemplates it, 
that the united effect of the wide and noble steps, with the 
pure water dashing over them like heated crystal, the long 
shadows of the cypress groves, the golden leaves and glo- 
rious light of blossom of the glancing aloes, the pale 
statues gleaming along the heights in their everlasting 
death in life, their motionless brows looking down for- 
ever on the loveliness in which their beings ouco dwelt, 
marble forms of more than mortal grace lightening along 
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tlie green arcades, amidst dark cool grottoes, lall of the 
voice of dasliiiig waters, and of the breath of myrtle blos- 
soms, with the Ijlue of the deep lake and the distant pre- 
cipice mingling at every opening with the eternal snows 
gl'Aving in their noontide silence, is one not unworthy of 
Italy’s most noble remeinbrauces. 

Having considered the propriety of the approach, it 
i-emains for us to investigate the nature of the feelings 
excited by the villas of the Lago di Como in particular, 
and of Italy in general. 

We meutiq^ed that the bases of the mountains border- 
ing the Lake of Como were chiefly composed of black 
marble ; black, at least, when jxdished, and very dark 
grey in its general effect. This is very finely stratified in 
beds varying in thickness from an inch to two or three 
feet ; and these beds, taken of a medium thickness, 
form flat slabs, easily broken into rectangular fragments, 
whieli, being excessively compact in their grain, are admi- 
rably adapted for a building material. There is a little 
pale limestone* among the hills to the south; hut this 

• Pale limestane, with cJolomite. A coarse dolomite forms the mass 
of mountains on the cast of Lake Lecco, Jlonte Campione, A'C. . and 
part of the other side, as well as the Monte del Novo, above Cadeuabia: 
but the bases of tbe lulls, alon-j the s/u>re of the Lake of Lecco, and all 
the mountains on both sides of the lower limb of Como, are black lime- 
stone. The whole northern half of the lake is bordered by gTiei«i3 
or mica slate, witli tertiary deposit where torrents enter it. So that 
the dolomite is only obtainable by ascendinjr the hills, and incurring 
considerable expense of carriage ; while the rocks of the shore split 
into blocks of their own accord, and ore othonvise an excellent matoriaJ, 
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marble, or primitive limestone (for it is not highly cr^'sral- 
line), is not only more easy of access, bnt a more durable 
stone. Of this, consequently, almost all the buildings on 
the lake sliore are built ; and, therefore, were their mute 
rial unconcealed, would be of a dark, monotonous, and 
melancholy grey tint, equally uninteresting to the eye, and 
depressing • to the mind. To prevent this result, they 
are covered with different compositions, sometimes 
white, more frequently cream-coloured, and of vary- 
ing depth; the mouldings and pilasters being fre- 
quently of deeper tones than tlie walls. The inside of the 
grottoes, liowever, when not cut in tlie rock itself, are left 
uncovered, thus forming a strong contrast with the white 
ness outside ; giving great depth, and permitting weeds and 
tiowere to root themselves on the roughnesses, and rock 
streams to distil through the fissures of tlie dark stones ; 
while all parts of the building to wliich the eye is drawn, 
by their form or details (e.vocpt the capitals of the pilas- 
tere, such as the urns, tlie statues, the steps, or balustrades, 
are executed in very fine white marble, generally from 
the quarries of Carrara, wliich supply quantities of frag- 
ments of the finest quality, which, nevertheless, owing to 
their want of size, or to the presence of conspicuous veins, 
are unavailable for the higher purposes of sculpture. 

Now, the fii*st question is, is this very pale colour desi- 
rable? It is to be hoped so, or else the whole of Italy 
must be pronounced full of impropriety. The first cir- 
cumstance in its favour is one which, though connected 
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only witli lake scenery, we shall notice at length, as it is a 
point of high importance in our own country. ‘Wlien a 
small piece of quiet water reposes in a valley, or lies em- 
bosomed among crags, its chief beauty is derived from our 
})ercej)tion of crystalline depth, united with excessive 
slumber. In its limited surface we cannot get tlie subli- 
iiiity of extent, but we may have the beauty of ' peace, and 
the majesty of depth. Tlie object must therefore be, to 
get the eye off its surface, and to draw it down, to beguile 
it into tliat fairv land underneath, whicli is more beautiful 
than what it repeats, because it is all full of dreams unat 
tainable and illimitable. This can ojdy be done by keep 
ing its edge out of sight, and guiding the eye off tlie land 
into the reflection, as if it were passing into a mist, until 
it finds itself swimming into the blue skv, with a thrill of 
unfathomable falling. (If there be not a touch of sky at 
the bottom, the water will be disagreeably black, and the 
clearer the more feaidid.) N<)w, one toncli of white reflec- 
tion of an object at the edge will destioy the whole illusion, 
for it will come like the llasii of light on armour, and will 
show the surface, not the deptii : it will tell the eye where- 
abouts it is; will define the limit of the edge; and will 
turn the dream of limitless de])th into a small, unintercst- 
ing, reposeless piece of water. In all small lakes or pools, 
therefore, steep borders of dark crag, or of thick foliage, arc 
to be obtained, if possible ; even a shingly sliore will sjxul 
them*, and this was one reason, it will be remembered, 
for our admiration of the colour of the 'Westuiri-cland 
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cottage, because it never broke tbe repose of water by its 
reflection. But tliis principle applies only to small pieces 
of water, on which we look down, as much as along the 
surface. As soon as we get a sheet, even if only a mile 
across, we lose depth ; first, because it is almost impossible 
to get tlie surface without a breeze on some part of it ; and, 
again, because we look along it, and get a great deal of 
sky in the reflection, which, when occupying too much 
space, tells as mei e flat light. But we maj’ have the beauty 
of extent in a very liigh degree; and It is therefore desir- 
able to know how far the water goes, that we may have a 
clear conception of its space. Kow, its border, at a great 
distance, is always lost, unless it be defined a very dis- 
tinct line ; and such a line is harsh, flat, and cutting on the 
eye. To avoid this, the border itself should be dark, as in 
the other case, so tliat there may be no continuous horizon- 
tal line of demarcation; but one or two bright white 
objects should be set here and there along or near the edge : 
their reflections will flash on the dark water, and will in- 
form the eye in a moment of the whole distance and trans- 
parency of the surface it is travereing. When there is a 
slight swell on the water, they will come down in long, 
beautiful, perpendicular lines, mingling exquisitely with 
the streaky green of reflected foliage ; when there is none, 
tliey become a distinct image of the object they repeat, 
endowed Nvitu infinite repose. 

These remarks, true of small lakes whose edges ^re 
green, apply with far greater force to sheets of water on 
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^vliich the eye passes over ten or twenty miles in one long 
glance, and the prevailing colour of whose bordere is, as 
we noticed when speaking of the Italian cottage, blue. 
The white reticctions are here excessively valuable, giving 
space, brilliancy, and transparency ; and furnish one vpiy 
powerful apology, even did other objections render an apo- 
logy necessary, for the pale tone of tlie colour of the villas, 
whose reflections, owing to their size and conspicuous situ- 
ations, always take a considerable part in the scene, a!id 
are therefore things to be attentively considered in the 
erection of such buildings, particularly in a climate whose 
calmness renders its lakes (piiet for the greater part of tlie 
day. Nothing, in fact, can be more beautiful than the 
intermingling of these bright lines with the darkness of 
the revei-sed cypresses seen against the deep azure of the 
distant hills in the crystalline waters of the lake, of which 
some one aptly says, “ Deep within its azure rest, white 
villages sleep silently;” or than their columnar perspec- 
tive, as village after village catches the light, and strikes 
the image to the very quietest recess of the narrow water, 
and the very furthest hollow of the folded hills. 

From all this, it appears that the effect of tlic white villa 
in water is delightful. On land it is quite as important, 
but more doubtful. The flist objection, which strikes us 
instantly when we imagine such a building, is, tlie want 
of repose, tlie startling glare of effect, induced by its un 
subdued tint. But this objection does not strike us when 
we see the building; a circumstance which was partl> 
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accounted for before, in speaking of the cottage, and whicl. 
we shall presently sec further cause not to bo surprised 
at. A more important objection is, that such whiteness 
destroys a great deal of venerable cliaructer, and liarniu 
nises ill with the melancholy tones of surrounding land- 
scape: and this requires detailed consideration. Paleness 
of colour destroys the majesty of a building ; fii-et, by In'nt- 
ing at a disguised and humble material ; and, secondly, by 
taking away all appearance of age. We shall speak of tho 
effect of the material presently ; but the deprivation of 
apparent antiquity is depcudeiit in a great degree on tlio 
colour, and in Italy, where, as we saw before, everything 
ought to point to the past, is a serious injury, though, for 
several reasons, not so fatal as might be imagined ; for we 
do not require, in a building raised as a light summer- 
house, wherein to while away a few pleasure hours, the 
evidence of ancestral dignity, without which tlie chateau 
or palace can possess hardly any beauty. We know that 
it is originally built rather as a plaything than as a monu- 
ment; as tlie delight of an individual, not the possession 
of a race ; and tire very liglitiiess and carelessness of feel- 
ing with wliich such a domicile is entered and inhabited 
by Its first builder would demand, to sympathise and keep 
m unison with them, not the kind of building adapted to 
exmte the veneration of ages, but that which can mosL 
gaily minister to tho amusement of hours. For all men 
desire to have memorials of their actions, but none of then 
recreations inasmuch as we only wish that to be remem 
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bered whicli others will not, or cannot, perform or experi 
ence : and we know that all men can enjoy recreation as 
much as oiii'selves. "We wish succeeding generations to 
admire our energy, but not even to be aware of our lassi- 
tilde ; to know when we moved, but not when we rested ; 
how we ruled, not how we condescended : and, therefore, 
in the case of the triumphal arch, or the hereditary palace, 
if we are the builders, we desire stability ; if the heboid- 
el's, we are offended with novelty : but, in the case of the 
villa, the builder desires only a correspondence with his 
humour; the beholder, evidence of such correspondence; 
for he feels that the villa is most beautiful wh.en it minis- 
ters most to pleasure ; that it cannot minister to pleasure 
without perpetual change, so as to suit the varying ideas, 
and humoui-s, and imaginations of its inhabitant ; and that 
it cannot possess this light and variable habit with any ap- 
pearance of antiquity. And, for a yet more important 
reason, such appearance is not desirable. Melancholy, 
when it is productive of pleasure, is accompanied citlier 
by loveliness in tlie object exciting it, or by a feeling o 
pride in the mind experiencing it. Without one of these, 
it becomes absolute pain, which all men throw off as soon 
as they can, and suffer under as long ns their minds are too 
weak for the effort. Now, when it is accompanied by 
loveliness in the object exciting it, it forms beauty ; w en 
by a feeling of pride, it eonstitntes the pleasure we ex 
perience in t.-agedy, when we have the pride of endurM.ee, 
or in contemplating the .-ni.., or tl.e monument, by wb.eh 
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we are informed or reminded of the pride of the past. 
Hence, it appears that age is beautiful only when it is the 
ilecay o£ glory or of i^ower, and memory only delightful 
when it reposes upon pride.* All remains, therefore, oi 
what was merely devoted to pleasure; all evidence of lost 
enjoyment ; all memorials of the recreation and rest of 
the departed ; in a word, all desolation of deliglit, is pro- 
ductive of mere pain, for there is no feeling of exultation 
connected with it. Thus, in any ancient halntation, wo 
pass with reverence and pleasurable emotion through the 
ordered armoury, where the lances lie, with none to 
wield; through the lofty hall, where the crested scutch- 
eons glow with the honour of the dead : but we turn sickly 
away from the arbour which has no hand to tend it, and 
the boudoir which has no life to lighten it, and the smooth 
sward which has no light feet to dance on it. So it is in 
the villa : the more memory the more sorrow ; and, there- 
fore, the less adaptation to its present pui’pose. But, 
though cheerful, it should be ethereal in its e.xpression : 
“ spirituel ” is a good Avord, giving ideas of the very high- 
est order of delight that can be obtained in the mere pre- 
sent. It seems, then, that for all these reasons an appear- 
ance of age is not desirable, far less necessary, in the 

^ Observe^ we are not speakiDg of emotions felt on remembering 
wbst we ourselves have enjoyed^ for then the imagmation is productive 
of pleasure by replacing us in enjoyment^ but of the feelings excited in 
the indifferent spectator, by the evident decay of power or desolation of 
enjoyment, of which the first ennobles, the other only harrowa, the 
spirit 
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villa ; but its existing character must be in unison with 
its countiy ; and it must appear to be inhabited by one 
brought up in that country, and imbued with its national 
feelings. In Italy, especially, though we can even here 
dispense with one component part of elevation of charac- 
ter, age, we must have all the othei-s: we must have high 
feeling, beauty of form, and depth of effect, or the thing 
will be a barbarism ; the inhabitant must be an Italian, 
full of imagination and emotion : a villa inhabited by an 
Englishman, no matter how close its hnitation of others, 
will always be preposterous. 

We find, therefore, that white is not to be blamed in 
the villa for destroj’ing its antiquity; neither is it repre- 
hensible, as harmonising ill with the surrounding land- 
scape ; on the contrary, it adds to its brilliancy, without 
taking away from its depth of tone. We shall consider it 
as an element of landscape, more particularly, when wo 
come to speak of grouping. 

There remains only one accusation to be answered, viz., 
that it hints at a paltry and unsubstantial material: and 
this leads us to the second question, Is this material allow- 
able? If it w'ere distinctly felt by the eye to he stucco, 
there could be no question about the matter, it would be 
decidedly disagreeable; but all the parts to which the eye is 
attracted are executed iu marble, and the stucco merely 
fori ;s the dead flat of the building, not a single wreath of 
ornament being formed of it. Its surface is smooth and 
bright, and altogether avoids what a stone building, when 
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not built of large masses, and uncharged with ornament, 
ahvajs forces upon the attention, the rectangular lines oi 
tlie blocks, which, however nicely titled they may be, are 
“ liorriblc ! most horrible ! ” There is also a great deal ol 
case and softness in the angular lines of the stucco, whicli 
are never sharp or hai*sh, like those of stone ; and it re- 
receives shadows with great beauty, a point of infinite im- 
portance in this climate ; giving them lightness and trans- 
parency, without any diminution of depth. It is also 
i-ather agreeable to the eye, to pass from the sharp carv- 
ing of the marble decorations to the ease and smoothness 
of the stucco ; while the utter want of interest in those 
parts which are executed in it prevents the humility of the 
material f'om being offensive; for this passage of the eye 
from the marble to the composition is managed with the dex- 
terity of the artist, who, that the attention may be drawn to 
the single point of the picture which is his subject, leaves 
the rest so obscured and slightly painted, that the mind 
loses it altogether in its attention to the principal feature. 

With all, how’ever, tliat can be alleged in extenuation of 
its faults, it cannot bo denied that tlie stucco doea take 
away so much of the dignity of the building, that, unless 
we find enough bestowed by its form and details to counter- 
balance, and a great deal more than counterbalance, the 
deterioration occasioned by tone and material, the whole 
edifice must be condemned, as incongruous with the 
spii'it of the climate, and even with the character of its 
own gardens and approach. It remams, therefore, to no 
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tice the details themselves. Its form is simple to a de 
gree ; tlie roof generally (jiiite flat, so as to leave the mass 
in the form of a parallelopiped, in general -without wings 
or adjunets of any sort. Villa Somma-Riva (lig- 28 in p. 
93), is a good example of this general form and propor- 
tion, though it has an arched passage on each side, which 
takes away from its massiness. This excessive weight of 
effect would he injurious, if the building were set by 
itself ; but, as it always forms the apex of a senes of com- 
plicated terraces, it both relieves them and gams great dig- 
nity by its own unbroken simplicity of size. This general 
effect of form is not injured, when, as is often the case, 
an open passage is left in the centre of the building, 
under tall and well-proportioned arches, supported y 
pih^sters (never by columns). Villa Porro, Lago di Como 
(YW. 31), is a good example of tins method. The arc cs 
hardly ever exceed three in number, and these are all o 
the same size, so that the crowns of the arches co.^nuc the 
horizontal lines of the rest of the hnilding. Were the 
centre one higher than the othe.^, these lines would be m 
ten uptod, and a great deal of simplicity lost The covered 
space nnder these arches is a delightful, shaded anc 
bLzv retreat in the heat of the day ; and the entrance 
doors' nsnally open into it, so that a current of cool an 

obtainable by throwing them open. 

The hnild'ing itself consists of three -e rem - 

ber no instance of a greater number, and only one 
of fewer. It is, in genoml, crowned with a hgh 
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trade, surmounted by statues at intervals. Tlie wimbva 
of the uppermost floor are usually square, often without 
any architrave. Those of the principal floor are sur- 
rounded with broad architraves, but are frequently desti- 
tute of frieze or cornice. They have usually flat hands at 
the bottom, and their aperture is a double square. Theii 
recess is very deep, so as not to let the sun fall far into 
the interior. The interval between them is very variable. 
Ill some of the villas of highest pretensions, such as those 
on the banks of the Brenta, that of Isola Bella, and otheis, 
which do not face the south, it is not much more than the 
breadth of the two architraves, so that the rooms withm 
are filled with light. When this is the case, the windows 
have friezes and cornices. But, when the building fronts 
the south, the interval is often very great, as in the case of the 
Villa PoiTO. The ground-floor windows are frequently set m 
tall arches, supported on deeply engaged pilasters, as m Fig. 
28, p. 93 (Somma-Biva). The door is not large, and never 
entered by high steps, as it generally opens on a terrace o 
considerable licigbt, or on a wide landing-place at tlie head o 
a flight of fiftv or sixty steps descending tlirough the gar ens. 

Now, it will be observed, that, in these general forms, 
though there is no splendor, there is great dignity. ^ »e 
lines throughout are simple to o degree, entirely unintei 
mpted by decorations of any kind, so that the beauty o 
their proportions is left visible and evident We shall sec 
hereafter that ornament in Grecian architecture, w i e, 
when well managed, it always adds to its grace, inva 
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bly takes away from its majesty ; and that these two 
attributes never can exbt together in their highest degrees. 
By the utter absence of decoration, tlicrefore, the Italiah 
vil.a, possessing, as it usually does, great beauty of pro- 
portion, attains a degree of elevation of character, which 
impresses the mind in a manner which it finds difficult to 
account for by any consideration of its simple details or 
moderate size ; while, at the same time, it lays so littlo 
claim to the attention, and is so subdued in its character, 
tliat it is enabled to occupy a conspicuous place in a land- 
scape, without any appearance of intrusion. The glance 
of the beholder rises from the labyrinth of terrace and 
arbor beneath, almost weariedly ; it meets, as it ascends, 
with a gradual increase of bright marble and simple light; 
and with a proportionate diminution* of dark foliage and 
complicated sliadow, till it rests finally on a piece of sim- 
ple brilliancy, chaste and unpretending, yet singularly 
dignified ; and does not find its colour too hai*sh, becjuise its 
fonn is so simple : for colour of any kind is only injurious 
when the eye is too much attracted to it ; and, when there 
is so much quietness of detail as to prevent tliis misfor- 
tune, the building will possess the cheerfulness, without 

losing die tranquillity, and will seem to have been erected, 

% 

and to be inhabited, by a mind of that beautiful tempera- 
ment wherein modesty tempers majesty, and gentleness 
mingles with rejoicing, which, above all other’s, is most suit- 
ed to the essence, and most interwoven with the spirit, of the 
natural bean^ whose peculiar power is invariably repoeo 
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So iriucli for its general character. Considered by prin* 
ciples of composition, it will also be found beautiful. Its 
pi-evailing lines are horizontal; and every artist knows 
iliat. where peaks of any kind are in sight, the lines above 


u’hicli they rise ought to be flat. It has not one acute an- 
gle ill all its details, and very few iutei-seetions of verticals 
with liorizontals ; while all that do intei-seet seem useful 
as supporting th^ mass. The just application of the 
statues at the top is more doubtful, and is considered re- 
prehensible by several high authorities, who, nevertheless, 
are inconsistent enough to let the balustrade pass un- 


caluiniiiated, though it is objectionable on exactly the 
same grounds ; for, if the statues suggest the enquiry of 
“ 'SVliat are they doing there ? ” the balustrade compels ite 
beholder to ask, “ whom it keeps from tumbling over 1’ 
The truth is, that the balustrade and statues derive tlieir 
oriiriu from a period when there was easy access to the 
roof of either temple or villa ; (that there was such access 
is proved by a passage in the Iphiijenia. Tauruxi, huo 
1X3, where Orestes speaks of getting up to the triglyphs 
of a Doric temple as an easy matter ;) and when the flat 
roofs were used, not, perlmps, as an evening piomena e, 
as in Palestine, but as a place of observation an occa- 
sionally of defence. They were composed of large 
slabs of s tone pecnliarly adapted for walking , 

. la the large buUdiage, that ia : "W*- ato 

and sometimes earthenware m gene , amaller edifices, fb* 

^ that such tiling was frequently used m smaller edifices 
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one or two of wliicli, when taken up, left an opening of 
easy access into the house, as in L\ike, v. 19, and were 
per])etiiaUy used in Greece as missile weapons, in the event 
of a hostile attack or sedition in the city, by pai*ties of 
old men, women, and cliildren, who used, as a matter of 
coui’se, to retire to the roof as a place of convenient de- 
fence. B}' such attacks from the roof with tlie Kcpdfio^ 
the Thebans were thrown into confusion in Platoea 
{Thvycyd.^ ii. 4.) So, also, we find the roof immediately 
resorted to in the case of the starving of Pausanias in the 
Temple of Minerva of the Brazen House, and in that of 
the massacre of the aristocratic party at Corcyra {Thucyd.^ 
iv. 48) : — * AvaOdvre^ 3e iirX TO T€ 7 o? toG oiKTjfxaro'it Ka\ 
SteXoi'Te? Trjv 6po<pr)Vy eOaWov tw Kepdp(p. Now, where 
the roof was thus a place of frequent resort, there could 
be no more useful decoration than a balustrade ; nor one 
more appropriate or beautiful, than occasional statues in 
attitudes of watchfulness, expectation, or observation : 
and even now, wherever tlie roof is flat, we have an idea 
of convenience and facility of access, which still renders 
the balustrade agreeable, and the statue beautiful, if well 
designed. It must not be a figure of perfect peace or re- 
pose, far less should it be in violent action ; but it should 
be fixed in tliat quick startled stillness, which is the result 


Gree^ may have derived their flat roofe from Efeypt. Herodotus 
mentions of the Labyrinth of the Twelve Kings, that 

vo^tev KOlyn, but not OS if the circumstance were ia the least extia- 
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of intent observation or expectation, and which seeuis 
ready to start into motion every instant. Its height should 
be slightly colossal, as it is always to be seen against the 
skv ; and its draperies should not be too lieavy, as the eye 
will always expect them to be caught by tlic wind. We 
shall enter into this sul>jcet, however, more fully hereafter. 
Weoidy wish at present to vindicate from the charge of 
impropriety one of the chief features of the Italian villa. 
Its wlutc ligures, always marble, remain entirely unsulHod 
by the weather, and stand out with gi-eut majesty against 
the bine air liehind them, taking away from the lieaviness, 
without destroying the simiilicity, of the general form. 

It seems, then, that, by its form and details, the vilia of 
the bago di Como attains so high a dcgi-cc of elevation of 
chanverer, as not only brings it into liarmony of its locm, 
wdhoutany assistance from appearance of anticputy, but 
inav, we think, permit it to dispense even witli solidity o 

material, and appear in light summer stucco, instead of 
raising itself in imperishable marble. And tins cone u- 

sion, which is merely theoretical, is verified by fact ; or 
we remember no instance, except in cases where poverty 
had overpowered pretension, or decay had turned rejoicing 
into silence, in which the lightness of the material was of- 
fensive to tlie feelings; in all cases, it is agreeable to the 
eye. Where is it allowed to get worn, and discoloure , 

and broken, it induces a wretched mockery of the digniie 

form wliich it preserves; but, as long as it is renewe a 
proper periods, and watclied over by the eye of its mhabi 
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tant, it is an excellent and easily managed medium of 
effect. 

With all the praise, however, which we have bestowed 
upon it, wc do not say that the villa of the Lariau Lake is 
perfection ; indeed, we cannot say so, until we have compared 
it with a few other instances, chietly to be found in Italy, 
on whose soil we dela^', as being the native country of 
the villa, properly so called, and as even yet being almost 
the only spot of Europe where any good specimens of it are 
to be found: for we do not understand by the term“ villa,” 
a cubic erection, with one window on each side of a ver- 
dant door, and tlu'ce in the second and uppermost story, 
such as the word suggests to the fertile imagination of 
riiralisiiig chocsemongei’s ; neither do wc understand the 
quiet and unpretending country house of a respectable 
gentleman ; neither do wc undci-stand such a magnificent 
mass of hereditary stone as generally forms the autumn re- 
treat of an English noble; but we undci’stand the light 
but elaborate summer habitation, raised however and 
wherever it pleases his fancy, hy some individual of great 
wealth and influence, who can enrich it with every attri- 
bute of beauty ; furnish it with every appurtenance of 
pleasure ; and repose in it with the dignity of a mind trained 
to exertion or authority. Such a building could not exist 
in Greece, where every district a mile and a quarter square 
was quarrelling with all its neighboui*s. It could exist, 
and did exist, in Italy, where tlie Roman power secured 
tranquillity, and tlie Roman constitution distributed ito 



118 


THE POETTEY OF ARCHITECTURE, 


aiitliority among a great number of individuals, on whom, 
while it raised them to a position of great influence, and, 
in its later times, of wealth, it did not bestow the power 
of raising palaces or private fortresses. The villa wsis 
their peculiar habitation, their only resource, and a most 
agreeable one ; because the multitudes of the kingdom be- 
ing, for a long period, confined to a narrow territory, 
Uiough ruling the world, rendered the population of the 
city so dense, as to drive out its higher ranks to the 
neijjrhboiiring hamlets of Tibur and Tusculum. In other 

O O 

districts of Europe the villa is not found, because in very 
perfect monarchies, as in Austria, the power is thrown 
cliiefly into the hands of a few, who huild themselves pal- 
aces, not villas; and in perfect republics, as in Switzer- 
land, the power is so split among the multitude, tlmt no- 
body can build himself anytliiug. In general, in king- 
doms of great extent, the country house becomes the per- 
manent and hereditary habitation ; and the villas arc all 
crowded together, and form gingei-bread rows in the en 
vironsof the capital; and, in France and Germany, the 
excessively disturbed state of affaii-s in the middle ages 
compelled every petty baron or noble to defend Inniself, 
and retaliate on his neighbours as best he could, till the 
villa was lost in the caiateaii and the fortress ; and men now 
continue to build as their forcfathei-s built (and long inay 
they do so), surrounding the domicile of pleasure with a 
moat and a glacis, and guarding its garret windows with 
turrets and towers: while, in England, the nobles, com- 


THE POETRT OF ARCHITECTURE. 


no 

paratively few, and of power, iiJiabit palaces, not 

villas ; and the rest of tJie population is chiefly crowded 
into cities, in the activity of commerce, or dispei-sed over 
estates in that of agriculture ; leaving only one grade of 
gentr)', who have neither tlie taste to desire, nor the power 
to erect, the villa, properly so called. 

We must not, therefore, be surprised, if, on leaving 
Italy, where the crowd of proverty-stricken nobility can 
still repose their pride in the true villa, we find no farther 
examples of it worthy of consideration, though we hope to 
have far greater pleasure in contemplating its substitutes, 
the chateau and the fortress. AVe must be excused, there 
fore, for devoting one paper more to the state of villa 
architecture in Italy ; after which we sliall endeavour to 
apply the principles w^e shall have deduced to the correc- 
tion of some abuses in the erection of English coun- 
try houses, in cases where scenery would demand beauty 
of design, and wealth permit finisli of decoration. 


I. The Italian YiUa. 

We do not think there is any truth in the aphoi ism, now 
so frequently advanced in England, tliat the adaptation of 
shelter to the coqioral comfort of the human lace is tlio 
original and true end of the art of architecture, properly 
flo called : for, were such the case, he would be the most 
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distingnislied architect who was best acquainted with the 
properties o£ cement, with the nature of stone, and the 
various durability of wood. Tliat such knowledge is ne- 
cessary to tlie perfect architect we do not deny ; but it is 
no more the end and purpose of his application, than a 
knowledge of the alphabet is the object of the refined 
scholar, or of rhythm of the inspired poet. For, supposing 
that we were for a moment to consider that we built 
a house merely to be lived in, and that the whole bent of 
our invention, in raising the edifice, is to be directed to the 
provision of comfort for the life to be spent therein ; sup- 
posing that we built it with the most perfect dryness and 
coolness of cellar, the most luxurious appurtenances of 
pantry ; that we build our walls with the most compacted 
strength of material, the most studied economy of space; 
that we leave not a chink in the floor for a breath of wind 
to pass through, not a hinge in the door, which, by any 
possible exertion of its irritable muscles, could creak ; that 
we elevate our clmmbers into exquisite coolness, furnish 
them with every ministry to luxury of rest, and finish them 
with every attention to the maintenance of general health, 
as well as the prevention of present inconvenience; to do 
all this, we must be possessed of great knowledge ami 
various skill ; let this knowledge and skill be applied with 
the greatest energy, and what have they done? Exactly 
as much as brute animals can do, by mere instinct; noth- 
in^ more than bees and heavers, moles and magpies, ants 
and earwigs, do every day of their lives, witliout the 
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slightest effort of reason ; we have made oui-selves superior 
as architects to the most degraded animation of the nni- 
vei'se, only insomuch as we have lavished the liighest 
efforts of intellect, to do what they have done with the 
most limited sensations that can constitute life. The mere 
preparation of convenience, therefore, is not architecture 
in which man can take pride, or ought to take delight ; 
but the high and eimobliiig art of architecture is, that of 
giving to buildings, whose parts are determined by neces- 
sity, such forms and coloui-s as shall delight the mind, by 
preparing it for the opeiutions to which it is to be subjected 
in the building : and thus, as it is altogether to the mind 
that the work of the architect is addressed, it is not as a 
part of liis art, hut as a limitation of its extent, that he 
must be acquainted with the minor principles of the econo- 
my of domestic erections. For this reason, though wo 
shall notice every class of edifice, it does not come within 
our proposed plan, to enter into any detailed consideraticn 
of the inferior buildings of each class, which afford no 
scope for the play of the imagination by their nature or 
size ; but we shall geuemlly select the most perfect and 
beautiful examples, as those in which alone the architect 
lias tlie power of fulfilling the high purposes of his art. 
In the villa, however, some exception must be made, inas- 
much as it will be useful, and, perhaps, iutei'esting, to 
arrive at some fixed conclusions respecting the modern 
buildings, improperly called villas, raised by modci’ate 

wealth, and of limited size, in which the architect is com 

6 
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polled to pi-oduce his effect without extent or decoration 
The principles which we have hitherto arrived at, deduced 
as they are from edifices of the noblest character, will be 
but of little use to a country gentleman, about to insinuate 
himself and his habitation into a quiet corner of our lovely 
country ; and, therefore we must glance at the more hum- 
ble homes of the Italian, preparatory to the consideration 
of what will best suit our own less elevated scenery. 

First, then, we lose the teri-aced approach, or, at least, 
its size and splendour, as these require great wealth to 
erect them, and perpetual expense to preserve them. For 
the chain of terraces we find substituted a simple garden, 
somewhat formally laid out ; but redeemed from the 
charge of jneanness by the nobility and size attained by 
most of its trees ; the line of iinmesc cypresses which gene- 
rally surrounds it in part, and the luxuriance of the vege- 
tation of its flowci'ing shrubs. It has frequently a laigo 
entrance gate, well designed, but carelessly executed; 
sometimes singularly adoi ued with fragments of exquisite 
ancient sculpture, regularly introduced, which the spec 
tator partly laments, as preseiwcd in a mode so incongruous 
with their ancient meaning, and partly rejoices over, as 
preserved at all. The grottoes of the superior garden are 
here replaced by light ranges of arched summer-houses, de 
signed ill stucco, and occasionally adorned lu their interior 
withfresco paintings of considerable brightness lud beauty. 

All this, however, has very little effect in mtioducing 
the eye to the villa itself, owing to the geuei-al want of 
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inequality of level iii tlic ground, so that the main build 
ing becomes an independent feature, instead of forming 
the apex of a mass of various architecture. Consequently, 
the weight of form whicli in the former case it might, 
and even ought to, possess, would here be cumbrous, ugly, 
and improper; and accordingly, we find it got rid of. 
This is done, first by tlie addition of the square tower, a 
feature which is not allowed to break in upon the sym 
luetry of buildings of high architectural pretensions ; but 
is immediately introduced, whenever less richness of 
detail, or variety of approach, demands or admits of 
irregularity of form. It is a constant and most important 
feature in Italian landscape: sometimes high and appa- 
rently detached, as when it belongs to sacred edifices; 
sometimes low and strong, united with the mass of the 
fortress, or varying the form of the villa. It is always 
simple in its design, flat-roofed, its corners being turned 
by very slightly projecting pilasters, which are carried up 
the whole height of the tower, whatever it may be, with- 
out any regard to proportion, terminating in two arches 
on each side, in the villa most frequently filled up, though 
their curve is still distinguished by darker tint and slio-ht 
relief. Two black holes on each side, near the top, are 
very often the only entrances by wliich light or sun can 
penetrate. These are seldom actually large, always pro- 
portionably small, and destitute of ornament or relief. 
The forms of the villas to which these towers aro attached 
are sti-aggUng, and varied by many crossing masses; but 
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the great principle of simplicity is always kept in view, 
everything is square and terminated by parallel lines; no 
tall chimnevs, no conical roofs, no fantastic ornaments are 
ever admitted: the arch alone is allowed to relieve the 
stiffness of the general effect. Tliis is introduced fro 
quently, hut not in the windows, which are either squares 
or double squares, at great distances from each other, set 
deeply into the walls, and only adorned with broad flat 

bordei-s, as in Fig. 32. Where more light is 
required they are set moderately close, and 
protected by an outer line of arches, deep 
enough to keep the noonday sun from enter- 
ing the rooms. These lines of arches cast 
soft shadows along the bright fronts, and 
are otherwise of great value. Their effect is pretty well 
seen in Fig. 33; a piece which, while it has no distm- 
guished beauty, is yet pleasing by its entire simplicity ; 
and peculiarly so, wlien we know that simplicity to )mvc 
been chosen (some say, built) for its last and lonely habit- 
ation, by a mind of softest passion as of purest thought; 
aud to have sheltered its silent old age among the hlnc 
and quiet hills, till it passed away like a deep lost mclucy 
from the earth, leaving a light of peace about the giey 
tomb at which the steps of those who pass by a wa)8 
falter, and around this deserted and decaying, and calm 
habitation of the thoughts of the departed; Fetrareli’s, at 
Arqua. A more familiar instance of the application of 
these arches is the villa of Mccrenas at Tivoli, thougu it 
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is improperly styled a villa, being pretty well known 
have been nothing but stables. 

The buttress is the only remaining point woriliy of 
notice. It prevails to a considerable extent among tlie 
villas of the south, being always broad and tall, and occa- 
sionally so frequent as to give the building, viewed latcr- 
ally, a pyramidal and cumbrous effect The most usual 
form is that of a simple sloped mass, terminating in the 
wall, without the slightest finishing, and rising at an angle 
of about 84°. Sometimes it is perpendicular, sloped at 
the top into the wall ; but it never has steps of increasing 
projection as it goes down. By observing the occurreuco 
of these buttresses, an architect, who knew nothing of 
geology, might accurately determine the points of most 
energetic volcanic action in Italy ; for their use is to pro- 
tect tlie building from the injuries of earthquakes, the 
Italian having far too much good taste to use them, except 
in cases of extreme necessity. Thus, they are nevei found 
in North Italy, even in the fortresses. They begin to 

occur among the Apennines, south of Iloience, they 

come more and more frequent and massy towards Rome; 
in the neighbourhood of Naples they are huge and mnlU- 
tudiiious, even the walls themselves being sometiim-i 
eloped ; and the same state of things continues as we gi 
south, on the coasts of Calabria and Sicily. Now, U.c.e 

buttresses present one of the most extraordinary and 
itriking instances of the beauty of adaptation of style to 
ocality and peculiarity of circumstance, that can bo me 
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with in the whole range of arcliiteetural investigation. 
Taken in the abstract, they are utterly detestable, formal, 
ehiinsy, and apparently unnecessary. Their builder tliinks 
so himself: he hates them as things to be looked at, though 
he erects them as tilings to be depended upon. Tie has 
no idea that there is any propriety in their presence, 
though he knows perfectly well that there is a great de&l 
of necessity; and, therefore, lie builds them. Where? 
On rocks whose sides are one mass of buttresses, of pre- 
cisely the same form; on rocks which arc cut and cloven 
by basalt and lava dykes of ever^’ size, and which, being 
themselves secondary, wear away gradually by exposure to 
the atmosphere, leaving the intersecting dikes standing 
out in solid and vertical walls, from the faces of their 
precipices. The eye passes over heaps of scorim and 
sloping banks of ashes, over the huge ruins of more 
ancient masses, till it trembles for tlie fate of the crasrs 
still standing round ; but it finds them ribbed with basalt 
like bones, buttresses with a thousand lava walls, propped 
upon pedestals and pyramids of iron, which the pant and 
the pulse of the eartliquake itself can scarcely move, for 
they are its own work ; it climbs up to their summits, and 
there it finds the work of man ; but it is no puny domicile, 
no eggshell imagination, it is in a continuation of the 
mountain itself, inclined at tlie same slope, ribbed in the 
same manner, protected by the same means against the 
same danger; not, indeed, filling the eye with delight, 
but, which is of more importance, freeing it from fear 
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and beautifully corresponding with the prevalent lines 
around it, which a less massive fonu would have rendered, 
ill some cases, particularly about Etna, even ghastly. 
Even in the lovely and luxuriant views from Capo di 
Tilonte, and the heights to the east of Naples, the spectator 
looks over a series of volcanic eminences, generally, 
indeed, covered with rich verdure, but starting out hei-e 
and there in gray and worn walls, fixed at a regular slope, 
and breaking away into masses more and more rugged 
towards Vesuvius, till the eye gets thoroughly habituated 
to their fortress-like outlines. Throughout the whole of 
this broken country, and, on the summits of these volcanic 
cones, rise innumerable villas ; but they do not offend us, 
as we should have expected, by their attestation of cheer- 
fulness of life amidst the wrecks left by destnictive 
operation, nor hurt the eye by non-assimilation with the 
immediate features of the landscape : but they seem to 
rise prepared and adapted for resistance to, and endurance 
of, the circumstances of their position ; to be nihabited 
by beings of energy and force sufiicient to decree and to 
carry on a steady struggle with opposing elements, and of 
taste and feeling sufficient to proportion the form of the 
walls of even to the clefts in the flanks of the volcano, 
and to prevent the exultation and the lightness of tran- 
sitory life fi-om startling, like a mockery, the eternal 

remains of disguised desolation. 

We have always considered these circumstances as most 

remarkable proofs of the perfect depeudeuee of arelotec 
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kiire on its situation, and of the utter impossibility of 
judging of the beauty of any building in the abstract ; 
and we would also lay ranch stress upon them, as showing 
with what boldness the designer may introduce into his 
building, undisguised, such parts as local circumstances 
render desirable ; for there will invariably be something 
in the nature of that which causes their necessity, which 
will endow them with beauty. 

These, then, are the principal features of the Italian 
villa, modifications of which, of course more or less dig- 
nified in size, material, or decoration, in proportion to 
the power and possessions of their proprietor, may bo 
considered as composing every building of that class in 
Italy. A few remarks on their general effect will enable 
us to conclude the subject. 

Wo have been so long accustomed to see the horizontal 
lines and simple forms which, as we have observed, still 
prevail among the Ausouiau villas, used with the greatest 
dexterity’, and the noblest effect, in the compositions of 
Claude, Salvator, and Poussin ; and so habituated to 
consider those comixjsitions as perfect models of the 
beautiful, as well as the pure in taste ; that it is difficult 
to divest ourselves of prejudice, in the contemplation of 
the sources from which those mastem received their 
education, their feeling, and their subjects. We would 
hope, however, and we think it may be proved, that in 
this case principle assists and encourages prejudice. Firei, 
referring only to the gratification afforded to the eyi.' 
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which we know to depend upon fixed mathematical 
principles, though those principles are not always de- 
veloped, it is to be observed, that countiy is always most 
beautiful when it is made up of curves, and that one of 
the chief characters of Ausonian landscape is, the per- 
fection of its emwatures, induced by the gradual undula- 
tion of promontories into the plains. In suiting archi- 
tecture to such a country, that building which least inter- 
rupts the curve on which it is placed will be felt to bo 

Fio. 34. most delightful to the eye. 

Let us take then the siin 
pie form ahed^ interrupt- 
ing tlie curve c e. Now, 
the eye will always con- 
tinue the principal lines of such an object lor itself, until 
they cut the main curve ; that is, it will carry on a 5 to 
and tlie total effect of the interruption will be that of the 
form cde. Had the line h d been nearer a c, the effect 
would have been just the same. Now, every curve may 
be considered as composed of an infinite number of lines 

at right angles to each other, as m n is made up of o 
pq, &c.(Fig. 34), whose ratio to each other varies with the 

direction of the curve. Then, if the right lines which 
Fia. 35 . form the curve at c (Fig. 35) bo 

increased, we have the figure c d 
e, that is, the apparent inter- 
ruption of the curve is an in 
creased part of the cune itself. 
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To the mathematical reader we can explain our meaning 
more clearly, by pointing out that, taking c for our origin, 
we have a c^ae^ for tlie co-ordinates of c, and that, there 
tore, their ratio is the equation to the curve. Whence it 
uj)pcar^, that, when any curve is broken in upon by a 
building composed of simple vertical and horizontal 
lines, the eye is furnished, by the interruption, with the 
equation to that part of the curve whicli is iutcrnipted. 
If, instead of square forms we take obliquity, sm r s t (Fig. 

Fio. 30. 36), we have one line, s an absolute 

break, and the other, r «, in false pro 
portion. If wc take another curve, we 
have an infinite number of lines, only 
two of which are where they ought to be. And this is 
the true reason for the constant introduction of features 
which appear to ho somewhat formal, into the most 
perfect imaginations of tlie old mastci's, and the true 
cause of the extreme beauty of the groups formed by 
Italian villages in general. 

Tlujs much for tlie mere effect on the eye. Of cor- 
respondence with national diameter, we have sliown tliat 
we must not be disappointed, if we find little in the villa. 
The imfrcquency of windows in the body of the building 
is partly attributed to the climate ; but tlie total exclusion • 
of light from some parts, as the base of the centnu 
tower, carries our thoughts back to the ancient system of 
Italian life, when every man’s home had its dark, secret 
places, the abodes of his worst passions; whose shadows 
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were alone intrusted with the motion of Ids Ihoughls; 
whose walls became the whited sepulchres of crime ; 
whose echoes were never stirred except by such words ns 
they dared not repeat ; * from which the rod of power, or 
die dagger of passion, came forth invisible; before whose 
stillness princes grew pale, as their fates were prophesied 
or fulfilled by the horoscope or the hemlock ; and nations, 
as the whisper of anarchy or of heresy was avenged by 
the (ipening of the low dooi-s, through which those who 
entered returned not. 

The mind of the Italian, sweet and smiling in its 
operations, deep and silent in its emotions, was thus, in 
some degree, typified by those abodes into which he was 
wont to retire from the tumult and wrath of life, to 
cherish or to gratify the passions which its struggles had 
exited ; abodes which now gleam brightly and purely 
among the azure mountains, and by the sapphire sea, but 
whose stones are dropped witli blood; whose vaults are 
black with the memory of guilt and grief unpunished and 
unavenged, and by whose walls the traveller hastens fear- 
fully, when the sun has set, lest lie should hear, awakening 
again through the horror of their cliambei-s, the faint wad 
of the children of Ugolino, the ominous alarm of Bonatti, 
or the long low cry of her who perished at Coll-Alto. 


Oxford, Julif, 1838. 


■ . sheUey hns caught the feeling toely The honee i. 

to if by tL pespin. meolen« of the day. When the thn. 

cornea the crickets ahaU not see me. —Cmeu 
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II. The Lowland ViUa. — England. 

AL'niouon, as we have frequently observed, our chieJ 
object in these papei-s is, to discover the connexion exist* 
ino* between national arcliitecture and character, and, 
therefore, is one leading us rather to the investigation of 
what is, than of wliat ought to be, we yet consider tliat the 
subject would be imperfectly treated, if we did not, at the 
conclusion of the consideration of each particular rank of 
building, endeavor to apply such principles as may have 
been deTnonsti*ated to the architecture of our country, and 
to discover the hcau iddal of English charactei*, which 
should be preserved througli all the decorations which the 
builder may desire, and through every variety which fancy 
may suggest. There never was, and never can be, a uni- 
versal hcau ideal in architecture, and the arrival at all 
local models of beauty would be the task of ages ; but we 
can always, in some degree, determine those of our owji 
lovely country. We cannot, however, in the present case, 
pass from the contemplation of the villa of a totally dif- 
ferent climate, to tlie investigation of what is beautiful 
here, without tlie slightest I'eference to styles now, or 
formerly, adopted for our own “ villas,” if such they are to 
be called ; and, therefore, it will be necessary to devote a 
short time to the observance of the peculiarities of such 
styles, if we possess them, or, if not, of tho causes of their 
absence. 

We have therefore headed this paper, “ The Villa, Eng 
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laud awakening, witlioiit doubt, a different idea in th« 
mind cf every one who reads the words. Some, accus- 
tomed to tlie appearances of metropolitan villas, will thinli 
ot brick buildings, with infinite appurtenances of bla» 
nicked chimney-pots, and plastered fronts, agreeably 
varied with graceful cracks and undulatory shades of pink, 
brown, and green, communicated to the cement by smoky 
showers. Othei's will imagine large, square, many-win- 
dowed masses of white, set with careful choice of situa- 
tion, exactly where they will spoil the landscape to such 


a conspicuous degree, as to compel the gentlemen travel 
ling on the outside of the mail to enquire of the guard, 
with great eagemess, “ whose place that is and to enable 
the guard to reply, with great distinctness, that it belongs 

to Squire , to the infinite gratification of Squire • , 

and the still more infinite edification of the gentlemen on 
the outside of the mail. Others will remember masses of 


very red brick, groined with stone ; with columnar porti- 
coes, about one-tbii'd of the height of the building, and 
two niches, with I’emarkable-looking heads and bag-wigs 
in them, on each side; and two teapots, with a pocket- 
handkerchief hanging over each (described to the astonished 
spectatoi-s as “ Grecian urns”), located upon the roof, just 
under the chimneys. Othem will go back to the range of 
Elizabethan gables ; but none will have any idea of a fbed 
character, stamped on a class of national edifices. This is 
very melancholy and very discouraging ; the more so, as 

it not without cause. In the fii^t place, Britain unites in 
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iteelf, 80 many geological formations, each giving a pecu- 
liar character to the country which it composes, that thei*o 
is hardly a district five miles broad, which preserves tho 
same features of landscape through its whole width.* If, 
for example, six foreigners were to land severally at Glas 
gow, at Aberystwith, at Falmouth, at Brighton, at Yar 
mouth and atNewcastle, and to confine their investigations 
to the country within twenty miles of them, what different 
impressions would they receive of British landscape I If, 
therefore, there bo as many forms of edifice as there are 
peculiarities of situation, we can have no national style; 
and, if we abandon the idea of a correspondence with 
situation, we lose the only criterion capable of forming a 
national style.f 


* I<ength is another thing : we might divide England into strips of 
coontiy, running southwest and northeast, which would bo composed 
of the same rock, and, therefore, would present the same character 
throughout the whole of their length. Almost all our great roads cut 
these transversely, and, therefore, seldom remain for ten miles together 
on the same beds. 

f It is thus that we find the most perfect schools of orchitecturo havu 
arisen in districts whose character is unchanging. Looking to Egypt 
first, we find a climate inducing a perpetual state of heavy feverish ex- 
citement, fostered by great magnificence of natural phenomena, and 
increased by the general custom of exposing the head continually to tho 
tho sun (Herod. Thalia, xii.) ; so that, as in a dreaming fever, we im- 
agine distorted creatures and countenances moving and living in the 
quiet objects of the chamber. The Egyptian endowed all existence 
with distorted animation; turned dogs into deities, and locks into 
lightning-darters ; ihen gradually invested the blank granite with sculp- 
tured mystery, designed in superstition, and adored in disease ; and 
then such mosses of architecture arose as, in deUrium, we feel crushing 
down upon us with eternal weight, and see extending far into tbi 
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Another cause to be noticed is, the peculiar iiidepen 
donee of the Englishman’s disposition ; a feeling wliich 
I'.roinpts him to suit his own humour, rather than fall in 
with the prevailing cast of social seiJtimeiit, or of natural 
beauty and expression ; and which, therefore, there being 
much obstinate originality in liis mind, produces strange 
varieties of dwelling, frequently rendered still more pre- 
posterous by his love of display ; a love universally felt 
in England, and often absurdly indulged. Wealth is 
worshipped in France, as the means of purchasing 
pleasure; in Italy, as an instrument of iwwer; in England, 
as the means “ of showing off.” It wonld be a very great 


sacrifice indeed, in an Englishman of the average stamp, 
to put his villa out of the way, where nobody would ever 
see it, or think of hiifi : it is liis ambition to hear every 
one exclaiming, “ What a pretty place I whose can it be?” 


lackness above ; huge and shapelesa colnmns of colossal life '> 

ad immeasurable avenues of mountain stone. This wm ape ’ 

, a marked, enduring, and decided sebool of 
unchanging and peculiar character of climate, >n the^P^« 

ir, and among the more refined energies ""j because fos- 

ito a more studied beauty, equally perfect m its scbwL 

^red in a district not 50 miles square, and m its 

□lonies, all of which were under the same air, 

matures of landscape. In Rome, it became less perfect, beca 

uitative than indigenous, and corrupted by 

,<r and stealing ambition of the Roman ; yet still a scho 

are, because the wboleof Italy presented the same peculmnti^ of 

,0 ;ith the Spanish and Moresco schools, and 

ver the Gothic, which, though we hope hereafter ^ ^ ^ 

xception to the rule, involves too many compUcatel qnestio 

yw brought forward as a proof of it 
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and he cares very little about Uie peace which he has dis- 
turbed, or the repose wliich he has interrupted ; thouglj 
even while he thus pushes himself into the way, lie keeps 
an air of sulky retirement, of hedgehog independence, 
about his house, which takes away any idea of sociability 
or good humour, wliich iniglit otlierwise have been sug- 
gested by his choice of sitiiatioD. But, in spite of all 
these unfortunate circumstances, there are some dis- 
tinctive features in our English country houses, which are 
well worth a little attention. Fii'st, in the approach, we 
have one component part of effect, whicli may be called 
peculiarly our own, and which requires much study be- 
fore it can be managed well, — the avenue. It is true, 
that we meet with noble lines of timber trees cresting 
some of the larger bastions of Continental fortified cities; 
we see interminable regiments of mistlctocd apjjle trees 
flanking the carriage road ; and occasionally we ajiproach 
a turreted chateau* by a broad way, “ edged with jioplar 
pale.” But, allowing all this, the legitimate glory of the 
perfect avenue is oure still, as will appear by a little con- 
sideration of the elements which constitute its beauty. 
The original idea was given by the opening of the tangled 
glades in our most ancient forests. It is rather a curious 
circumstance, that, in those woods whose decay has been 
chiefly instrumental in forming the bog districts of Ireland, 

* Or a city. Any one who remembers entering Carlsrohe from the 
north, by the two miles of poplar ayenue, remembeis entering the 
•ouUesa of all oitiee, by the most lifeless of all catnmoea. 
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the trees have, in general, been planted in syniinelrical 
rows, at distances of about twenty feet apart. If the 
arrangement of our later woods be not quite so formal, 
tlicy, at least, present frequent openings, carpeted with 
green sward, and edged with various foliage, which the 
architect (for so may the designer of the avenue be 
entitled) should do little more than reduce to symmetiy 
and place in position, preserving, as much as possible, the 
manner and the proportions of nature. The avenue, there- 
fore, must not be too long. It is quite a mistake, to sup- 
pose that there is sublimity in a monotonous length of 
line, unless, indeed, it be carried to an extent generally 
impossible, as in the case of tlie long walk at Windsor. 
From three to four Inindred yards is a length which will 
display the elevation well, and will not become tiresome 
from continued monotony. The kind of tree must, of 
coui-se, be regulated by circumstances; but the foliage 
must be unequally disposed, so as to let in passages of 
light across the path, and cause the motion of any object 
along it to change, like an undulating melody, from dark- 
ness°to light. It should meet at the top, so as to cause 
twilight, but not obscurity, and the idea of a vaulted roof, 
without rigidity. The ground should be green, so that 
the sun-light may tell with force wherever it strike 
FTow, this kind of rich and shadowy vista is found in its 
perfection only in England : it is an attribute of green 
country ; it is associated with all oiir memories of forest 
freedom, of our wood rangers, and yeomen with the 
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“aoublets ot the Lincoln green ; ” with our pride of ancient 
archei-3, whose art was fostered in such long and breezclesa 
glades ; with our thoughts of the merry chases of our 
kingly companies, when the dewy antlers sparkled down 
the intertwined paths of the windless woods, at the morn- 
ing echo of the hunter’s horn ; with all, in fact, tliat once 
contributed to give our land its ancient name of “ merry ” 
England ; a name which, in this age of steam and iron, it 
will have some difficulty in keeping. 

This, then, is the fii*st feature we would direct attention 
to, as characteristic, in the English villa: and be it re- 
membered, that we are not sjjeaking of the immense lines 
of foliage which guide the eye to some of our English 
palaces, foi* those are rather the adjuncts of the park than 
the approach to the building; but of the more laconic 
avenue, u'ith the two crested columns and the iron gate at 
its entrance, leading the eye, in the space of a hundred 
yards or so, to the gables of its grey mansion. A good 
instance of this approach may be found at Petersham, by 
following the right side of the Thames for about half a 
mile from Richmond Hill ; tlioiigh the house, which, in 
tills case, is approached by a noble avenue, is much to be 
reprehended, as a bad mixture of imitation of the Italian 
with corrupt Elizabethan; though it is somewhat in 
e^ructive, as showing the ridiculous effect of statnes out 
of doors in a climate like ours. 

And now that we have pointed out the kind of approach 
most peculiarly English, that approach will gnido us to 
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the only style of villa architecture which can be called 
English, — the Elizabethan, and its varieties ; a style fan- 
tastic in its details, and capable of being subjected tu no 
rule, but, as we think, well adapted for the scenery in 
which it arose. We allude not only to the pure Eliza- 
bethan, but even to the strange mixtures of classical orna- 
ments with Gothic forms, which we find prevailing in the 


sixteenth century. In the most simple form, we have a 
building extending aroxind three sides of a court, and, in 
• the larger halls, round several interior courts, terminating 
in sharply gabled fronts, with broad oriels divided into 
very narrow lights by cbaiinelcd mullions, without decora- 
tion of any kind ; the roof relieved by projecting dormer 
windows, whose lights arc generally divided into tlirec, 


terminating in very fiat arches without cusps, the interme- 
diate edge of the roof being battleinented. Then we find 
wreaths of ornament introduced at the base of the oriels,' 
ranges of short columns, the base of one upon the capital 
of another, running up beside, them ; the bases being very 
tall, sometimes decorated with knots of flower-work ; the 
columns usually fluted, wreathed, in richer examples, with 
ornament. The entrance is frequently formed by dmiblo 
ranges of these short columns, with intermediate niches, 
with shell canopies, and rich crests above-f This portico 

in a beautiful example in Brasen-nose CoUcffe, 
t The portico of the schools, and the inner court^ 

JoL’s Colle-es, Oxford ; an old house at Charlton, Kent ; « 

Sin. wiU "probabl. oc^ur to the mind of the architect, as good exam- 

pies of the Tarieties of this mixed style. 
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is carried up to some height above the roof, wliich is 
charged with an infinite variety of decorated chimneys. 
Now, all this is utterly barbarous as architecture ; but,witli 
the exception of tlie chimneys, it is not false in taste ; for it 
was originally intended for retired and quiet habitations m 
our forest country, not for conspicuous palaces in the streets 
of the city ; and we have sliown, in speaking of green coun- 
try, that the eye is gratified with fantastic details ; that it is 
prepared, by the mingled lights of tlie natural scenery, for 
rich and entangled ornament, and would not only endui-c, 
but demand, irregularity of system in tlie architecture of 
man, to correspond with the infinite variety of form in the 
wood arcluteeture of nature. Few surprises can be im- 
agined more delightful than the breaking out of one of 
these rich gables, with its decorated entrance, among the 
dark trunks and twinkling leaves of forest scenery. Sncli 
an effect is rudely given in Fig. 37. We woulij direct the 
attention chiefly to the following points in the building : — 
Fii-st, it is a humorist, an odd, twisted, independent be- 
ing, with a great deal of mixed, obstinate, and occasionally 
absurd, oi-iginality. It has one or two gmeeful lines about 
it, and several hareh and cutting ones : it is a whole, which 
would allow of uo unison with any other architeetme ; it is 
gathered in itself, and would look very ugly indeed, if 
pieces in a purer style of building were added. All this 
corresponds with points of English character, with its hu- 
nours, its independency, and its horror of being put ont 
of Its own way. Again, it is a tlmronghly domestic build- 




ing, l.o.n.'ly ...k 1 cottagc-like in its prevailing forms, 
awakening no elevated ideas, assuming no nobility of form. 
It has tionc of the pride, or the grace of heanly, none of 
the dignity of delight, wl.ich we fonnd in the villa of 
Italy ; but it is a liabitation of every-day life, a prolectiou 
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from momentary inconvenience, covered willi stiff effortf 
at decoration, and exactly typical of the mind of itsiiihahi- 
taut : not noble in its taste, not haughty in its recreatuiii, 
n<'*^ pure in its perception of beauty ; but domestic in its 
pleastires, fond of matter of fact rather than of imagintt* 
tion,yct sparkling occasionally with odd wit and grotesque 
association. Tlie Italian obtains his beauty, as his recrea- 
tion, with qmetness, with few and noble lines, with great 
seriousness and depth of thought, with very rare interrup- 
tions to the simple train of feeling. But the Englishman’s 
villa is full of effort: it is a business with him to be play- 
ful, an inffnite labour to be ornamental : he forces his 
amusement with fits of contrasted thouirht, with min‘»-lin<» 

O' on 

of minor touches of humour, with a good deal of sulkiness, 
but with no melancholy ; and, therefore, owing to this last 
adjunct, the building, in its original state, cannot be called 
beautiful, and we ought not to consider the effect of its 
present antiquity, evidence of which is, as was before 
proved, generally objectionable in a building devoted to 
pleasure, and is only agreeable here, because united with 
the memory of departed pride. 

Again, it is a life-like building, sparkling in its case- 
cnientB, brisk in its air, letting much light in at the walla 
and roof, low and comfortable-looking in its door. The 
Italian’s dwelling is much walled in, letting out no scci eta 
from the inside, dreaiy and drowsy in its effect. Just 
such is the difference between the minds of tlie inhabitants; 
the one passing away in deep and dark reverie, the othei 
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quick and business-like, cnjoyii g its everyday ocenpationf, 
and active in its ordinary engagements. 

Again, it is aregularly planned, mechanical, well-di' 
ciplined building; each of its parts answering to its oppv 
site, each of its ornaments matched with similarity. The 
Italian (where it has no high pretence to architectural 
beauty) is a rambling and irregular edifice, varied with 
uncorresponding masses: and the mind of the Italian wo 
find similarly irregular, a thing of various and ungovern- 
able impulse, without fixed j>rinciple of action ; the Eng- 
lishman’s, regular and uniform in its emotions, steady in 
its habits, and firm even in its most trivial detenninations. 

Lastly, the size of the whole is diminutive, compared 
with the villas of the south, in which the effect was always 
large and general. Here the eye is drawn into the investi- 
gation of particular points, and miniature details; just as, in 
comparing the English and Continental cottages, we found 
the one characterised by a minute finish, and the other by 
a massive effect, exactly correspondent with the scale of 
the features and scenery of their respective localities. 

It appeai-s, then, from the consideration of these several 
points, that, in our antiquated style of villa architecture, 
some national feeling may he discovered; but in any 
buildings now raised there is no character whatever: all 10 
ridiculous imitation, and despicable affectation ; and it is 
much to be lamented, that now, when a great deal of 
attention has been directed to architect jre on the part of 
the public, more efforts are not made t; turn that attention 
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from mimicTcing Swiss cJidlets^ to erecting English houses. 
We need not devote more time to the investigation of 
purely domestic English architecture, though we hope to 
derive much instruction and pleasure from the contem- 
plation of buildings partly adapted for defence, and partly 
for residence. The introduction of the means of defence 
is, however, a distinction which we do not wish at present 
to pass over ; and, therefore, in our next paper, we hope to 
conclude tlie subject of the villa, by a few remarks on the 
style now best adapted for English scenery. 


III. 27ie English Villa. — Pintuyiples of Composition, 

It has lately become a custom, among the more enlight- 
ened and refined of metropolitan shopkeepers, to advocate 
the cause of propriety in architectural decoration, by en- 
sconcing their shelves, countei-s, and clerks in classical ed- 
ifices, agreeably ornamented with ingenious devices, typi- 
cal of the class of articles to which the tradesman particu- 
larly desires to direct the public attention. We find our 
grocers enshrined in temples whoso columns are of canis- 
tei-s, and whose pinnacles arc of sngarloaves. Our shoty 
inakere shape their soles under Gotliic. portals, with pen- 
dants of shoes, and canopies of Wellingtons; and our 
cheesemonger wiU, we doubt not, soon follow the excellent 
example, by raising shops the varied diameters of whose 
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jointed columns, in their address to the eye, shall awaket 
memories of Staffa, Picstum, and Palmyra ; and, ii their 
address to the tongue, slmll arouse exquisite associations of 
remembered flavour, Dutch, Stilton, and Strachino. Now, 
tliis fit of taste on tlie part of our tradesmen is only a 
coaree form of a disposition inherent in the human mind. 
Those objects to which the eye has been most frequently 
accustomed, and among which the intellect has formed its 
habits of action, and the soul its modes of emotion, be- 
come agreeable to the thoughts, from their correspondence 
with their 2>revailing cast, especially when the business of 
life has had any relation to those objects; for it is in the 
habitual and ncccssarj' occupation that the most painless 
hours of existence are passed : whatever be the nature of 
that occupation, the memories belonging to it will always be 
agreeable, and, therefore, the objects awakening such 
memories will invariably be found beautiful, whateve: 
their character or form. It is thus that taste is flic chilC 
and the slave of memory; and beauty is tested, not by 
any fixed standard, but by the chances of association; so 
that in every domestic building evidence will be found of 
the kind of life through which its owner has passed, in 
the operation of the habits of mind which that life lias 
induced. From the superannuated coxswain, who plants 
his old ship’s figure-head in his' six square feet of front 
garden at Bermondsey, to the retired noble, the proud 
portal of whose mansion is surmounted by the broad 
shield and tlie crested gryphon, wc arc all guided, in oiu 
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pui*e8t conceptions, our most ideal parsuit, of tlie beaiiti 
ful, bj remembrances of active occupation, and by prin- 
ciples derived from industiy regulate the fancies of onr 
repose. 

It ■would be excessively interesting to follow out the 
investigation of this subject more fully, and to show how 
the most refined pleasures, the most delicate perceptions, 
of the creature who lias been ap]>ointcd to eat bread by 
the sweat of his brow, ui-e dependent upon, and intimate 
ly connected witli, his hours of labour. Tins question, 
however, has no relation to our immediate object, and wo 
only allude to it, tliat we may be able to distinguish be- 
tween the two component parts of individual character ; 
the one being the consequence of continuous habits of 
life acting upon natural temperament and disposition, 
the other being the humour of character, consequent upon 
circumstances altogether accidental, taking stern effect 
upon feelings previously detei-miiied by tlie tii-st part of 
the character; laying on, as it were, the finishing touches, 
and occasioning the innumerable prejudices, fancies, and 
eccenti icities, which, modified in every individual to an 
infinite extent, form the visible veil of the human heart. 

Now, we have defined the province of the architect to 
he, that of selecting such forms and coloui-s as shall de- 
light the mind, by preparing it for the operations to which 
it is to be subjected in the building. Now, no forms, in 
domestic architecture, can thus prepare it more distiuctlj 
than those which correspond closely with the fii-st. that is. 
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the fixed and fundamental, part of character, which h 
always so uniform in its action, as to induce great simpli- 
city in whatever it designs. Nothing, on the contrary, 
can be more injurous than the slightest infiiience of tlie 
humours n])on the edifice; for the influence of what is 
iitful in its energy, and petty in its imagination, would 
dcstr(>y all the liarmony of parts, all the majesty of the 
whole ; would substitute singularity for beauty, amuse- 

4 

ment for delight, and suiprise foj* veneration. Wq could 
name several instances of buildings erected by men of 
the highest talent, and the most perfect genei-al taste, who 
yet, not having paid much attention to tlie fii*st principles 
of architecture, permitted the humour of their disposition 
to prevail over the majesty of their intellect, and, instead 
of building from a fixed design, gratified freak after 
freak, and fancy after fancy, as they were caught by the 
dream or the desii-e ; mi.xed mimicries of incongruous 
reality with incorporations of undisciplined ideal; awak- 
ened every variety of contending feeling and unconnected 
memory; (consummated confusion of form by trickery of 
detail; and have left barbarism, where half tlie world 
will look for loveliness. 

This is a species of error which it is very difficult for 
persons paying superficial and temporary attention to 
architecture to avoid : however just their taste may be lu 
criticism, it will fail in creation. It is only in moments 
of ease and amusement that they will think of their villa: 
they make it a mere plaything, and r( ijard it with a kind 
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of petty exultation, which, from its very nature, will give 
liberty to the light fancy, rather than the deep feeling, of 
the mind. It is not thought necessary to bestow labour 
of thought, and periods of deliberation, on one of the 
toys of life; still less to undergo the vexation of thwart- 
ing wishes, and leaving favourite imaginations, relating tc 
minor points, unfulfilled, for the sake of general effect. 

This feeling, then, is the first to which we would direct 
attention, as the villa architect’s chief enemy; he will 
find it perpetual!}' and provokingly in his way. He is re- 
quested, perhaps, by a man of great wealtli, nay, of estab- 
lished taste in some points, to make a design for a villa in 
a lovely situation. The future proprietor carries him up- 
stairs to his study, to give him what he calls his “ ideas 
and materials,” and, in all probability, begins somewhat 
thus : — “ This, sir, is a slight note : I made it on the spot : 
approach to Villa licale, near Pozzuoli. Dancing nymphs, 
yon perceive ; cypresses, shell fountain. I think I should 
like something like this for the approach : classical, you 
perceive, sir; elegant, graceful. Then, sir, this is n 
sketch, made by an American friend of mine: 'Wliee- 
whaw-ICantamaraw’s wigwam, king of the — Cannibal 
Islands, 1 think he said, sir. Log, you observe ; scalps, 
and boa constrictor skins : curious. Something like tliis, 
sir, would look neat, I think, for the front door ; don’t 
you ? Then, the lower windows, IVe not quite decided 
upon ; but what would you say to Egyptian, sir? I think 
1 should like my windows Egyptian, with hieroglvphica 
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sir; storks and coffins, and appropriate mouldings above 
I brought some from Fountains Abbey the other day. Look 
here, sir ; angels’ heads putting their tongues out, rolled 
up in cabbage leaves, vvith a dragon on each side riding 
on a broomstick, and the devil looking on from the moull» 
of an alligator, sir.* Odd, I think; interesting. Then 
the corners may be turned by octagonal tosvers, like the 
centre one in Kenilworth Castle ; with Gothic dooi's, port- 
cullis, and all, quite pei-fect; with cross slits for arrows, 
battlements for musketry, machicolations for boiling lead, 
and a room at the top for drying plums; and the conserv- 
atory at the bottom, sir, with Virginian creepers up tlie 
towei-s ; door supported by sphinxes, holding scrapei-s in 
their fore-paws, and having their tails prolonged into 
warm-water pipes, to keep the plants safe in winter, ifec. 
The architect is, without doubt, a little astonished by 
these ideas and combinations ; yet he sits calmly down to 
draw his elevations, as if he were a stone-mason, or his 
employer an architect; and the fabric rises to electiify 
its beholders, and confer immortality on its perpetrator. 
This is no exaggeration : we have not only listened to 
speculations on the probable degree of the future majesty, 
but contemplated the actual illustrious existence, of several 
such buildings, with sufficient beauty in the management 
of some of their features to show that an architect had 
superintended them, and sufficient taste in their interior 
econom y to prove that a refined intellect had projected 

• Actually carved on one of the ^oins of Roaliii Chapel. 
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them ; and had projected a Vandalism, only because fanc^ 
had been followed instead of judgment; with as nmcb 
nonchalance as is evinced by a perfect poet, who is extem- 
porising doggerel for a baby ; full of brilliant points, 
which he cannot help, and jumbled into coufiisioii, for 
which he does not care. 

Such are the firet difficulties to be encountered in villa 
designs. They must always continue to occur in some 
degree, though they miglit be met with ease by a determi- 
nation on the part of professional men to give no assist- 
ance whatever, beyond the mere superintendence of con- 
struction, unless they be permitted to take the whole 
exterior design into their own hands, merely receiving 
broad instructions respecting the style (and not attending 
to them unless they like). They .should not make out the 
Binallcst detail, unless they were answerable for the whole, 
[n this case, gentlemen architects would be thrown so 
utterly on their own resources, that, unless those resources 
were adequate, they wo\ild be obliged to surrender the 
task into more practised hands ; and, if they were ade- 
quate, if the amateur had paid so much attention to the 
art as to be capable of giving the design perfectly, it is 
probable he would not erect anything strikingly abomi- 
nable. 

Such a system (supposing that it could be carried fully 
into effect, and that there were no such animals as senti- 
mental stone-masons to give technical assistance) might, 
at tu’st, seem rather aii encroacluneut on the liberty of the 
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subject, inasmuch as it would prevent people from indulge 
inar their edificatorial fancies, unless thevknew somethin" 
about the matter, or, as the sufferers would probably com 
plain, from doing what they liked with their own. But 
the mistake would evidently lie in their supposing, as 
people too frequently do, that the outside of their house 
U their own, and that they have a perfect right therein to 
make fools of themselves in any manner, and to any ex- 
tent, they may think proper. This is quite true in the 
case of interiors: every one has an indisputable right to 
hold Iiimself up as a laughing-stock to the whole circle of 
his friends and acquaintances, and to consult his own 
private asinine comfort by every piece of absurdity which 
can in any degree contribute to the same j but no one has 
any right to exhibit his imbecilities at other people’s ex- 
pense, or to claim the public pity by inflicting public pain. 
In England, especially, where, as we saw before, the rage 
for attracting observation is universal, the outside of tlie 
villa is rendered, by the proprietor’s own disposition, the 
property of those who daily pass by, and whom it hourly 
affects with pleasure or pain. For the pain which the eye 
feels from the violation of a law to which it has been ac- 
customed, or the mind fiom the occurrence of anything 
jarring to its finest feelings, is as distinct as that occasioned 
by the interruption of the physical economy, differing 
only inasmuch as it is not permanent; and, therefore, an 
individual has as little right to fulfill his own conception 
by disgusting thousands, as, were his body as impenetrable 
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to steel or poison, as his brain to the effect of the bcauti* 
fill or true, he would have to decorate his carriage roads 
with caltrops, or to line his plantations with upas trees. 

The violation of general feelings would thus be unjust, 
even were their consultation productive of continued vexa- 
tion to the individual : b>it it is not. To no one is tlie 
architecture of the e.xteriorof a dwelling-house of so little 
consequence as to its inhabitant. Its material may affect 
his comfort, and its condition may touch his pride; but 
for its architecture, his eye gets accustomed to it in a 
week, and, after that, Hellenic, Barbaric, or Yankee, are 
all the same to the domestic feelings, are all lost in tlic one 
name of home. Even the conceit of living in a chalet, or 
a wigwam, or a pagoda, cannot retain its influence fur six 
months over the weak minds which alone can feel it; and 

the monotony of c.xistGnce becomes to them e.xactly what 

# 

it would have been had they never inilicted a pang upon 
the unfortunate spoctatore, whoso accustomed eyes shrink 
daily from the impression to which they have not been 
rendered callous by custom, or lenient by false taste. If 
these conditions are just when they allude only to buildings 
in the abstiact, how miich more when referring to them 
as materials of composition, materials of infinite power, to 
adorn or destroy the loveliness of the earth. Tlie nobler 
scenery of that earth is tlie inheritance of all her inliahit* 
ants : it is not merely for the few to whom it temporar ily 
belongs, to feed from like swine, or to stable upon like 
horses, but it has been appointed to be the scliool of (he 
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minds which are Idiiglv among their fellows, to excite the 
highest energies of humanity, to furnish strength to the 
lordliest intellect, and food for the holiest emotions of tlie 
human soul. The presence of life is, indeed, necessai;)' 
its beauty, but of life congenial with its character; and 
that life is not congenial which thrusts presumptuously 
forward, amidst the calmness of the univei'se, the confusion 
of its own petty interests and gro\ elling imaginations, and 
stands up witli the insolence of a moment, amidst the 
majesty of all time, to build baby fortifications upon the 
bones of the world, or to sweep the copse from the corrie, 
and the shadow from the shore, that fools may risk, and 
gamblers gather, the spoil of a thousand summers. 

It should therefore be remembered, by every proprietor 
of laud in hill country, that his possessions are the meant 
of a peculiar education, otherwise unattainable, to the 
artists, and, in some degree, to the literary men, of his 
country ; that, e^n in this limited point of view, they are 
a national possession, but much more so when it is remem- 
bered how many thousands are perpetually receiving from 
them, not merely a transitory pleasure, but such thnlliug 
perpetuity of pure emotion, such lofty subject for scientific 
speculation, and such deep lessons of natural religion, as 
only the work of a Deity can impress, and only tlie spint 
of an immortal can feel : they should remember that the 
slightest deformity, the most contemptible excrescence, 
can injure the effect of the noblest natural scenery, as a 
note of discord can annihilate the expression of tlic purest 
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harmony ; that thus it is in the power of worms to conceal, 
to destroy, or to violate, what angels could not restore, 
create, or consecrate; and that the right, which every man 
unquestionably possesses, to be an ass, is e.xtended only, in 
public, to those who are innocent in idiotism, not to the 
more malicious clowns who thrust their degraded motley 
conspicuously forth amidst the fair coloin-s of earth, and 
mix their incoherent cries with the melodies of eternity, 
break with their inane laugh upon the silence which Cre 
ation keeps where Omnipotence passes most visibly, and 
scrabble over with the charactei’s of idiocy the pages that 
have been written by the finger of God. 

These feelings we would endeavour to impress upon all 
persons likely to have anything to do with embellishing, 
as it is called, fine natural scenery ; as they might, in some 
degree, convince both the architect and Ins employer of 
the danger of giving free play to the imagination in cases 
involving intricate questions of feeling tind composition, 
and might pei-suade the designer of the necessity of look- 
ing, not to his own acre of land, or to his own peculiar 
tastes, but to the whole mass of forms and combination of 
impressions with which he is surrounded. 


Let us suppose, however, that the design is yielded en- 
tirely to the architect^ discretion. Being a piece of 
domestic architecture, the chief object in its exterior 
design will he to arouse domestic feelings, which, as we 
saw before, it will do most distinctly by correspondin'* 
with tlie firet part or ctiaracter Yet it is still more neces- 
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sary that it should correspond with its situation ; and 
hence arises another difticultj, the reconciliation of cor- 
respondence with contraries ; for such, it is deeply to be 
ro<rretted, are too often the individual’s mind, and the 
dwelling-place it chooses. The polislied comtier brings 
his refinement and duplicity with him, to ape the Arcadian 
rustic in Devonshire ; the romantic rhymer takes a plas- 
tered liabitation, with one back window looking into the 
green park ; the soft votary of luxury endeavours to rise 
at seven, in sonic Ultima Thule of frost and storms ; and 
the rich stock-joblier calculates Ids per-centages among the 
soft dingles and woody shores of Westmoreland. When the 
architect finds this to he the case, he must, of course, con- 
tent himself with suiting his design to such a mind as 
ought to be where the intruder’s is ; for tlie feelings which 
are so much at variance with themselves in the choice of 
situation, will not be found too critical of tbeir domicile, 
liowever little suited to their temper. If possible, however, 
he should aim at something more ; he should draw his 
employer into general couvei-sation ; observe the bent of 
his disposition, and tlie habits of his mind; notice every 
maiiifcstatioii of fixed opinions, and then transfer to his 
architecture as much of the feeling lie has observed as is 
distinct in its operation. This he should do, not because 
the general spectator will be aware of the aptness o 
the building, which, knowing nothing of its inmate, 
he cannot be; nor to please thu individual himself, 
which it is a chance if any simple design ever will, and 
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who never will find out how well his character has been 
fitted ; but because a portrait is always more spirited tlian 
a composed countenance 5 and because this study of human 
[):issions will bring a degree of energy, unity, and origi- 
nality into every one of his designs (all of which will ne- 
cessarily be different), so simple, so domestic, and so life- 
like, as to strike every spectator with an interest and a 
sympathy, for which he will be utterly unable to account, 
and to impress on him a perception of something more 
ethereal than stone or carving, somewhat similar to that 
which some will remember having felt disjxgrecably in 
their childhood, on looking at any old house authentically 
haunted. The architect will forget in his study of life the 
formalities of science, and, while his practised eye will 
prevent him from erring in technicalities, he will advance, 
witli the ruling feeling, which, in masses of mind, is na- 
tionality, to the conception of something truly original, 
yet perfectly pure. 

Ue will also find his advantage in having obtained a 
guide in the invention of decorations of which, as we shall 
show, we would have many moi*e in English villas than 
economy at present allows. Candidas complains, in hia 
Kote-Book, that Elizabethan architecture is frequently 
adopted, because it is easy, with a pair of scissoi-s, to derive 
a zigzag ornament from a doubled piece of paper. But 
we would fain hope that none of our professional archi- 
tects have 80 far lost sight of the meaning of their art, aa 
to believe that roughening stone mathematically is bestow- 
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ing decoration, though we are too sternly convii ced that 
they believe inankind to be more shortsighted by at least 
thirty yards than they are ; for they tliink of notliing but 
general effect in their ornaments, and lay on their flower^ 
work so carelessly, that a good substantial captain’s biscuit, 
with the small holes left by the penetration of tlie bakei^’s 
four fingers, encircling the large one which testihes of the 
forcible passage of his thumb, would form quite as elegant 
a rosette as hundreds now perpetuated in stone. Now, 
there is nothing which requires study so close, or ex- 
periment so frequent, as the proper designing of ornament. 
For its use and position some definite rules may be given; 
but, when the space and position have been determined, 
the lines of curvature, the breadth, depth, and sharpness 
of tlio shadows to be obtained, the junction of tlie parts of 
a group, and the general expression, will present questioni, 
for the solution of wliich the study of years will sometimes 
scarcely he sufficient* ; for they depend upon the feeling 
of the eye and hand, and tliere is nothing like perfection 
in decoration, nothing which, in all probability, might not, 
by farther consideration, be improved. Now, in cases in 
which tlic outline and larger masses are determined by 
situation, the architect will frequently find it necessary to 


. For example, we would allow one of the modem 
chapels a mouth of invention, and » botnmc garden to ^ “ 

porteet eeruintp that he would not, at tho expuationof the hme, M 
n^lc to present L with one design of leafage e,ma m 
dreda wo oonld point out in tho oapitalr and niches of Melrose 

Roslin. 
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fall back upon his decorations, as the only means ol 
obtaining cliaracter; and that which before was an 
unmeaning lump of jagged fi*ccstonc, will become a i)art 
of expression, an accessory of beautiful design, varied in 
its form, and delicate in its effect. Tlicn, instead of 
shrinking from his bits of ornament, as from things which 
will give him trouble to invent, and will answer no other 
puri)Ose than that of occupying what would otherwise 
have looked blank, the designer will view them as an 
efficient coi'ps de rSserve^ to be brought up wlien the eye 
comes to close quartei-s with the edifice, to maintain and 
deepen the impression it has previously received. Much 
more time will be spent in the 
conception, much more labour 
in the execution, of such mean- 
ing ornament, but both will be 
well spent, and well reward- 
ed. 

Perhaps our meaning may 
be made more clear by Fig. 38, 
which is tliat of a window 
found in a domestic building of 

O 

mixed and corrupt architecture, 
at Munich (which we give now, 
because we shall have occasion 
to allude, to it hereafter). Its 
absurd breadth of moulding, so disproportionate to ita 
cornice, i-enders it excessively ugly, but capable of great 
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variety of effect. It forms one of a range of four, turning 
an angle, whose mouldings join each other, their double 
breadth being the whole separation of the apertures, which 
are something more than double squares. Now, by 
alteration of the decoration, aud depth of sliadow, we 
ha\e I'igs. 39 and 40. These three windows differ 
entirely in their feeling and manner, and are broad ex 
amples of such distinctions of stylo as might be adopted 
severally in the habitations of tlie man of imagination, the 


Fig. 39. Fig. 40. 



man of intellect, and the man of feeling. If our alter- 
ations have been properly made, there will be no difficulty 
in distinguishing between their expressions, which we shall 
therefore leave to conjecture. The cliaracter of Fig. 38 
depends upon the softness with which the light is caught 
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apon its ornaments, which should not have a single hard 
line in them ; and on the gradual, unequal, but intense, 
depth of its shadows. Fig. 39 should have all its form? 
undefined, and passing into one another, the touclies of the 
chisel light, a grotesque face or feature occurring in parts, 
the shadows pale, but broad * ; and the boldest part of the 
carving kept in shadow rather than light. The third 
should be hard in its lines, strong in its shades, and quiet 
in its ornament. 

These hints will be sufficient to explain our meaning, 
and we have not sj)ace to do more, as the object of tlicse 
papers is rather to observe than to advise. IJesides, in 
questions of expression so intricate, it is almost impossible 
to advance fixed principles; every mind will have per- 
ceptions of its own, which will guide its speculations, 
every hand, and eye, and peculiar feeling, varying even 
from 3 'ear to year. "We have only started the subject of 
correspondence with individual chai-actcr, because wo 
think that imaginative minds might take up the idea with 
some success, as furnishing them with a guide in the 
variation of their designs, more certain than mere experi- 

• It is too much the custom to consider a design as composed of a 
oeitain number of hard lines, instead of a certain number of shado\VB of 
various depth and dimension. Though these shadows change theU 
position in the course of the day, they arc relatively always the same 
They have most variety under a strong light without sun, most expres- 
sion with the sun. A little observation of the infinite variety of shade 
which the sun is capable of casting, as it touches projections of dilferent 
curve and character, will enable the designer to be certain of his effeota 
We shall have occasion to allade to this subject ag^. 


162 


THE POETRY OF AKOUITECTURE. 


nieut OH unmeaning forms, or tlian ringing indisciirainate 
changes on component parts of established beauty. To 
the reverie, rather than the investigation, to the di-eam, 
ratlicr than the deliberation, of the architect, we recom 
mend it, as a branch of art in which instinct will do more 
than precept, and inspiration than technicality. The con 
respondence of our villa architecture with our natural 
scenery may be determined with far greater accuracy, and 

will require careful investigation. 

"We had hoped to have concluded the Villa in this 
paper; but the importance of domestic architecture at the 
present day, when people want houses more than for- 
tresses, safes more than keeps, and sculleries more thau 
dungeons, is sufficient apology for delay. 

Oxford^ Augmty 1838. 


rv. The British YUla. The Cvltivated, or BUu~ 

Country. — Principles of Composition. 

In the papei-s hitherto devoted to the investigation of 
villa architecture, we have contemplated the beanties o 
what may he considered as its model in its original and 
natural territory, and we have .loticed the difficulties to 
be encountered i.t the just erection of villas in England. 
It remains only to lay doam the general principles of com- 
position, which, in such difficulties, may, in some degree 
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serve as a guide. Into more than general principles it is 
not consistent witii onr plan to enter. One obstacle, wliich 
■was mdre particularly noticed, was, as it may be remciri* 
bered, the variety of the geological formations of the couii 
try. Tliis will compel us to use the divisions of landscape 
formerly adopted in speaking of the cottage, and to inves- 
tigate severally the kind of domestic architecture required 
by each. 

First. Blue or cultivated country, which is to be con 
sidered as including those suburban districts, in the neigh- 
borhood of populous cities, which, though more frequent- 
ly black than blue, possess the activity, industry', and life, 
which we before noticed as one of the characteristics of 
blue country. We shall not, however, allude to suburban 
villas at present; fii'st, because they arc in country posses- 
sing nothing which can be spoiled by anything; and, 
Secondly, because their close association renders them sub- 
ject to laws which, being altogether different fix)m those 
by which we are to judge of the beauty of solitary villas, wo 
shall have to develope in the consideration of street effects. 

Passing over the suburb, then, we have to distinguish be- 
tween the simple blue country, which is composed only of 
rich cultivated champaign, relieved in parts by low undu- 
lations, monotonous and uninteresting as a whole, tliough 
cheerful in its character, and beautiful in details of lanes 
and meadow paths ; and the picturesque blue country, 
lying at tire foot of higli hill ranges, intersected by tbeir 
outworks, broken here and there into bits of crag and din- 
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gle scenery ; perpetually presenting prospects of exquisite 
distant beauty, and possessing, in its valley and rivei 
scenery, fine detached specimens of tlie natural “green 
country.” Tins distinction wc did not make in speaking 
of the cottage ; the effect of which, owing to its size, can 
extend only over a limited space ; and this space, if in 
picturesque blue country, must be either part of its mo- 
notonous cu.tivation, when it is to be considered as belong- 
ing to the simple blue country, or part of its dingle 
scenery, when it becomes green country ; and it would 
not be just, to suit a cottage, actually placed in one color, 
to the general effect of another color, with which it could 
have nothing to* do. 13ut the effect of the villa extends 
very often over a considerable space, and becomes part of 
the large features of the district; so that the whole char- 
acter and expression of the visible landscape must be con- 
sidered, and thus the distinction between the two kinds of 
blue country becomes absolutely necessary. Of the first, 
or simple, we have ali’cady adduced, as an example, tlic 
gi-eater part of the south of England. Of the second, or 
picturesque, the cultivated parts of the North and East 
Ridings of Yorkshire, generally Shropshire, and the north 
of Lancashire, and Cumberland, beyond Caldbeck Fells, 
are good examples ; perhaps better than all, tire country for 
twelve miles north, and thirty south, east, and west, of 

Stirling. 

Now, the matter-of-fact business-like activity of simple 
blue country has been already alluded to. This attribute 
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renders in it a plain palpable brick dwelling-house allow- 
able; though a thing which, in every country but the sim- 
ple blue, compels every spectator of aii}’ feeling to send up 
aspirations, that builders who, like those of Babel, have 
])iick for stone, may be put, like those of Babel, to con- 
fusion. Here, howevever, it is not only allowable, but 
even agreeable, for the following reasons : — 

Its cleanness and freshness of color, admitting of little 
dampness or staining, firm in its consistence, not moulder- 
ing like stone, and therefore inducing no conviction of 
antiquity or decay, presents rather the appeamnee of such 
comfort as is contrived for the enjoyment of temporary 
wealtli, than of such solidity as is raised for the inherit- 
ance of unfluctuating power. It is thus admirably suited 
for that country where all is change, and all activity ; 
where the working and money-making members of the 
community are perpetually succeeding and overpowering 
each other; enjoying, each in his turn, the reward of his 
industry ; yielding up the field, the pasture, and the mine, 
to his successor, and leaving no more memory behind him, 
no farther evidence of his individual existence, than is left 
by a working bee, in the honey for which we thank his 
class, forgetting the individual. The simple blue country 
may, in fact, be considered tlie dining-table of tlie nation j 
from which it provides for its immediate necessities, at 
which it feels only its present existence, and in which it 
requires, not a piece of furniture adapted only to remind 
it of past infection, but a polished, clean, and convenient 
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minister to its immediate wishes. No habitation, thei'efore^ 
in this country, sliould look old : it should give an impres- 
sion of present prosperity, of swift motion and high energy 
of life; too rapid in its successive operation to attain 
greatness, or allow of decay, in its works. This is the 
fii-st cause which, in this country, renders brick allowable. 

Af^ain, wherever the soil breaks out in simple blue 
country, whether in the river shore, or the broken road- 
side bank, or the ploughed field, in nine cases out of ten 
it is excessively warm in its colour, being either gravel or 
clay, the black vegetable soil never remaining free of 
vegetation. The warm tone of these beds of soil is an 
admirable relief to the blue of the distances, which we 
have talven as the distinctive feature of the country, tend- 
ing to produce the perfect light without winch no land- 
scape can be complete. Therefore the red of the brick is 
prevented from glaring upon the eye, by its falling in 
with similar colours in the ground, and contrasting finely 
with the general tone of the distance. This is another 
instance of the matenal which nature most readily fur- 
nishes being the i-ight one. In almost all blue country, 
we have only to turn out a few si>adefuls of loose soil, and 
we come to the bed of clay, which is the best material for 
the building; whereas we should have to travel hundreds 
of miles, or to dig thousands of feet, to get the stone which 

nature does not want, and therefore has not given. 

Another excellence in brick is its perfect air of English 
respectabiUty, It is Utterly impossible for an edifice alto 
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gethcT of brick to look affected or absurd : it may look 
rude, it may look vulgar, it may look disgusting, in a 
wrong place ; but it cannot look foolish, for it is incapabln 
^of pretension. We may suppose its master a brute, or aii 
ignoramus, but we can never suppose liim a coxcomb : a 
bear he may be, a fop he cannot be ; and, if we find him 
out of his place, we feel tliat it is owing to error, not to 
impudence ; to self-ignorance, not to sclf-conccit ; to tho 
want, not the assumption, of feeling. It is tlins that brick 
is peculiarly English in its effect: for wc are brutes in 
many things, and we are ignoraini in many tilings, and wo 
are destitute of feeling in many things, but wo are iwt 
coxcombs. It is only by the utmost effort, that some of our 
most highly gifted junior gentlemen can attain such dis- 
tinction of title ; and even then the honour sits ill upon 
them : they are but awkward coxcombs. Affectation * 
never was, and never will be, a part of English character : 
we have too much national pride, too much consciousness 
of our own dignity and power, too much established self- 

• The nation, indeed, possesses one or two interesting individuola, 
whose affectation is, as wo have seen, strikingly manifested in their lake 
villas : but every rule has its exceptions ; and, even on these gifted per 
Bonages, the affectation sits so very awkwardly, so like a velvet bonnet 
on a ploughman’s carroty hair, that it is evidently a late acquisition. 
Thus, one proprietor of land on Windermere, who bos built unto 
himself a castellated mansion with round towers, and a Swiss cottage 
for a stable, has yet, with that admiration of the ‘ * neat but not gaudy ’* 
which is commonly reported to have influenced the devil when he 
painted his tail pea-green, painted the rocks at the bock of his bouse 
pink, that they may look clean. This is a little outcrop of English 
feeling in tho midst of the assumed romance. 
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Batisfsiclioii, to allow us to become ridiculous b}’ imitative 
efforts ; and, as it is only by endeavouring to appear whal 
he is not, that a man ever can become so, properly speak- 
ing, onr trnewitted Continental nciglibours, who shrink 
from John Bull as a brute, never laugh at him as a fool. 
“ II est bete, il n’est pas pourtant sot.” 

The brick house admirably corresponds witli tliis part 


of English character; for, unable as it is to be beautiful, 
or graceful, or dignified, it is equally unable to be absuid. 
There is a proud independence about it, which seems con- 
Bcioiis of its own entire and perfect applicability to those 
uses for whicli it was built, and full of a good-natured in- 
tention to render every one who seeks shelter within its 
walls excessively comfortable : it therefore feels awkward 
in no coinjiany ; and, wherever it intrudes its good Ini 
inoured red face, stares plaster and marble out of conn- 
tenanee, with an insensible audacity, winch we drive out 
of such refined comiiany, as we would a clown from a 
drawingroom, but which we nevertheless seek in its own 
place, as we would seek the conversation of the clown m 
his own turnip field, if he were sensible in the mam. 

Lastly. Brick is admirably adapted for the chraato of 
Kngland, and for the f.eqnent manufaetnring nuisances o 
Emdish bine country : for the smoke, which makes marble 
look like charcoal, and stucco hke mud, only renders hr^'k 
less glaring in its colour ; and the inclement climate, winch 
makes the eomposition front look as if its arclnteet l^d 
been amusing himself by throwing buckets of green watei 
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oo\vn from the roof, and before which the granite base of 
Stirling Castle is mouldering into sand as impotent as ever 
was ribbed by ripple, wieaks its rage in vain upon the bits 
of baked clay, leaving them strong, and diy, and stainless, 
warm and comfortable in their effect, even when neglect 
has permitted the moss and wallflower to creep Jnto their 
crannies, and mellow into something like beauty that 
which is always comfort. Damp, which tills many stones 
as it would a sponge, is defied b}' the brick ; and the 
warmth of every gleam of sunshine is caught by it, and 
stored np for future expenditure; so that, both actually 
and in its effect, it is peculiarly suited for a climate whose 
changes are in general from bad to woi'se, and from woi’so 
to bad. 

These, then, are the principal apologies which the brick 
dwelling-house has to offer for its \iglincss. They will, how- 
ever, only stand it in stead in the simple blue country ; and, 
even there, only when the following points arc observed. 

Firet. The brick should neither be of the white, nor the 
very dark red, kind. The white is woi*se than useless as a 
colour: its cold, raw, sandy, neutral has neither warmth 
enongli to relieve, nor grey enough to luirmonise with, any 
natural tones ; it does not please the e^-e by warmth, in 
shade ; it hurts it, by dry beat in sun ; it has none of the 
advantages of effect which brick may have, to compensate 
for th<j vulgarity which it must liave, and is altogether to 
he abhorred. The very bright red, again, is one of the 


ugliest warm colours that ai’t ever stumbled upon 


it ii 


170 


THE POETBY OF AECHITEOTUEE. 


never mellowed by damp or anything else, and spoils 
everything near it by its intolerable and inevitable glare. 
The moderately dark brick, of a iieutial red, i& to be 
chosen, and this, after a year or two, will be farther 
softened in its colour by atmospheric influence, and will 
possess all the advantages we have enumerated. It is 
almost unnecessary to point out its fitness for a damp 
situation, not only as the. best material for securing the 
comfort of the inhabitant, but because it will the sooner 
contract a certain degree of softness of tone, occasioned 
by microscopic vegetation, which will leave no more brick- 
red than is agreeable to the feelings where the atmosphere 

is chill. 

Sec6ndly. Even this kind of red is a very powerful 
colour; and as, in combination with the other primitive 
coloum, very little of it will complete the light, so, very 
little will answer every pmpose in landscape composition, 
and every addition, above that little, will be disagreeable. 
Brick, therefore, never should be used in large groups of 
buddings, where those groups are to form part of land- 
scape scenery: two or three houses, partly shaded wi i 
trees, are aU that can be admitted at once. There is nc 
object more villainously destructive of natural beauty, diaii 
a large town, of very red brick, with very scarlet tiling, 
very tall chimneys, and very few trees ; while there are 
few objects tliat liarmonise more agreeably with the ieehng 
of English ordinary landscape, than the large, old, solitary, 
brick manor house, with its group of dark eedare oil Uie 
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lawn in front,, and the tall wrought-iron gates openiii;^ 

down the avenue of approach. 

Thirdly. No stone quoining, or presence of any con- 
trasting colour, should be admitted. Quoins, it gcnoiul 
(though, by the by, they are prettily managed ii- the old 
Tolboothof Glasgow, and some other antique buildings in 
Scotland), are only excusable as giving an appearance of 
Btrengtli ; while their zigzag monotomy, when rendered 
conspicuous by diftercncc of colour, is altogether detest- 
able. White cornices, niclies, and the other superlluous 
introductions in stone and plaster, which some arcliitects 
seem to think ornamental, only inoek what they cannot 
mend, take away the whole expression of the edifice, 
render the brick-red glaring and harsh, and become them- 
selves ridiculous in isolation. Besides, as a general prin 
ciplo, contrasts of extensive colour are to be avoided in all 
buildings, and especially in positive and unmanageable 
tints. It is difticult to imagine whence the custom of 
putting stone ornaments into brick buildings could have 
arisen ; unless it be an imitation of the Italian c\»stom of 
mixing marble with stucco, which affords it no sanction, 
as the marble is only distinguishable from llie general 
material by the sharpness of the carved edges. The 
iDuteh seem to have been the originators of the custom ; 
and, by the by, if we remember right, in one of the very 
finest ])ieces of colouring now extant, a landscape by 
Rubens (in the gallery at Munich, we think), the artist 
seems to have sanctioned the barbarism, by introducing a 
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brick edifice, with white stone quoiniiig. But the truth 
is, tliat he selected the subject^ partly under the influence 
of domestic feelings, the place being, as it is thought, his 
own liabitation ; and partly as a piece of practice, present- 
ing such excessive difficulties of colour, as he, the lord of 
colour, who alone could overcome them, would peculiarly 
delight in overcoming ; and the harmony with which he 
has combined tints of tlie most daring force, and sharpest 
apparent contj’ast, in this edgy building, and opposed 
them to an uninteresting distance of excessive azure 
(simple blue country, observe), is one of the chief wonders 
of the painting : so that this masterpiece can no more 
funiish an apology for the continuance of a practice 
which, though it gives some liveliness of character 
to tlie warehouses of Amsterdam, is fit only for a 
])lace wliose foundations are mud, and whose in- 
habitants are partially animated cheeses, than Cara 
vaggio’s custom of pRinting blackguards should introduce 
an ambition among mankind in general of becoming fit 
subjects for liis pencil. We shall have occasion again to 
allude to this subject, in speaking of Dutch street effects 
Fourthly. It will generally be found to agree best with 
the business-like air of the blue country, if the house be 
excessively simple, and apparently altogether the minister 
of utility ; but, where it is to be extensive, or tall, a 
few decorations about the upper windows are desirable 
These should be quiet and severe in their lines, and cut 
boldly in the brick itself. Some of the minor streets m 
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the King of Sardinia’s capital are altogether of brick, 
very richly charged with carving, with excellent effect, 
and furnish a vei^ good model. Of course, no delicate 
omameiit can be obtained, and no classical lines can bo 
allowed ; for we should be horrified by seeing that in brick 
which we have been accustomed to sec in marble. The 
architect must be left to his own taste for laying on, spar- 
ingly and carefully, a few dispositions of well-pi-opor- 
tioned line, which are all that can ever be required. 

These broad principles are all that need be attended to 
ill simple blue country: anything will look well in it 
which is not affected ; and the architect, who keeps com- 
fort and utility steadily in view, and runs off into no cx- 
patiations of fancy, need never be afraid here of falling 
into error. 

But the case is different with the picturesque blue 
country.* Here, owing to the causes mentioned in 
the notes at p. 86, we have some of the most elevated 
bits of landscape chameter, which the country, wdiatever 
it may be, can afford. Its first and most distinctive pecu- 
liarity is its gmee ; it is all undulation and variety of line, 
one curve passing into another with the most exquisite 
softness, rolling away into faint and far outlines of various 
depths and decision, yet none hard or harsh ; and, in all 
probability, rounded off in the near ground into massy 

* In leaving simple blue coantiy, we hope it need hardly be that 
we leave bricks at once and for ever. Nothing excuse them out of 
their proper territory. 
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forms of partially wooded hill, shaded downwards into 
winding dingles or cliffy ravines, each form melting im- 
perceptibly into the next, witliout an edge or angle. 

Its next character is mystery. It is a conntiy peculiarly 
distinguished by its possessing features of great sublimity 
in the distance, wthout giving any hint in the foreground 
of their actual nature. A range of mountain, seen from u 
mountain peak, may have sublimity, but not the mystery 
with which it is invested, when seen rising over thefartliest 
singe of misty blue, where everything near is soft and . 
smiling, totally separated in nature from the consolidated 
clouds of the horizon. The picturesque blue country is 
sure, from the nature of the ground, to present some dis- 
tance of this kind, so as never to be without a high and 
ethereal mystery. 

The third and last distinctive attribute is sensuality. 
This is a startling word, and i*equires some explanation. 
In the first place, every line is voluptuous, floating, and 
wavy in its form ; deep, rich, and exquisitely soft in its 
colour ; drowsy in its effect, like slow, wild music ; 
letting the eye repose on it, as on a wreath of cloud, 
without one feature of harehiiess to hurt, or of con- 
trast to awaken. In the second place, the cultivation, 
which, in the simple blue country, has the forced formality 
of growth which evidently is to supply the necessities of 
man, here scorns to leap into the spontaneous luxuriance 
of life, which is fitted to minister to his pleasuim The 
surface of the parth exults with animation, especially tend- 
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iiig to the gratification of the senses j und^ without the 
artificialness wliich reminds man of the necessity of Ida 
own labour, without the opposing influences which call 
for his resistance, without the vast energies that remind 
him of liis impotence, without the sublimity that can call 
his noble-st thoughts into action, yet, with every perfection 
that can tempt him to indolence of enjoyment, and with 
such abundant bestowal of natural gifts, as might seem tc 
prevent that indolence from being its own punishment, 
the earth appcai-s to have beetune a garden of delight, 
wherein the sweep of the bright hills, without chasm or 
crag, the flow of the bending rivers, without rock or rapid, 
and the fruitfulness of the fair earth, without cure or 
labour on the part of its inhabitants, appeal to tlie most 
pleasant passions of eye and sense, calling for no effort of 
body, and impressing no fear on the mind. In hill country 
we have a struggle to maintain with the elements ; in 
simple blue, we have not the luxuriance of delight : here, 
and here only, all nature eoinbincs to breathe over us a lull- 
ing slumber, through which life degenerates into sens;ition. 

These considerations arc sufticieiit to explain what we 
mean by the epithet “ sensuality.” Now, taking these three 
distinctive attributes, the mysterious, the graceful, and tho 
voluptuous, what is the whole character? Very nearly — 
the Greek : for these attributes, common to all pictu- 
resque blue country, are modified in the degree of their 
presence by every climate. In England, they are all low 
in tlieir tone ; but as we go southward, the voluptuousnesi 
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becomes deeper in feeling, as tlie colours of the caifh and 
the heaven become purer and more pjissiouate, and “ tlio 
purple of ocean deepest of dye;” the nijetery becunics 
mightier, for the greater and more imivci'sal energy of tlie 
ueautiful permits its features to come nearer, and to rise 
into the sublime, without causing fear. It is thus that we 
get the essence of the Greek feeling, as it was embodied in 
their finest imaginations, as it showed itself in the wwks 
of their sculptoi’s and their poets, in which sensation was 
made almost equal with thought, and defied by its nobility 


of association ; at once voluptuous, refined, dreamily mys- 
terious, infinitely beautiful. Hence, it appears that tlie 
spirit of this blue country is essentially Greek; though, 
in England and in other northern localities, that spirit is 
possessed by it in a diminished and degraded degree. It 
it also the natural dominion of the villa, possessing all the 
attributes which attracted the Romans, when, in tlicir 
hom-s of idleness, they lifted the light arches along tlie 


echoing promontories of Tiber. It is especially suited to 
the expression of the edifice of pleasure; and, therefore, 
is most capable of being adorned by it. The attention of 
every one about to raise himself a villa of any kind should, 
therefore, be directed to this kind of country; fii-st, as 
that in which he will not be felt to be an intruder ; sec 
ondly, as that which will, in all probability, afford him the 
greatest degree of continuous pleasure, when his eye has 
become accustomed to the features of the locality. To the 
human mind, as on the average constituted, the features 
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of hill scenery will, by repetition, become tii'csoine, and 
of wood scenery, inonotonons ; wliilc the simple blue can 
possess little interest of any hi!>d. Powerful intellect will 
generally take perpetual deliglit in hill residence ; but the 
general mind soon feels itself oppressed with a peculiar 
melancholy and weariness, which it is ashamed to own ; 
and we hear our romantic gentleman begin to call out 
about the want of society, while, if the animals were fit to 
live where they have forced tlicmselvcs, they would never 
want more society than that of a grey stone, or of a clear 
pool of gushing water. On the other hand, there are few 
minds so degraded as not to feel greater pleasure in the 
picturesq^ue bh»e than in any other country. Its distance 
has generallv irrandevir enough to meet their moods of 
aspiration ; its near aspect is of a more human interest 
than that of lull country, and harmonises more truly with 
the domestic feelings wliich are common to all mankind ; 
so that, on the whole, it will be found to maintain its fresh- 
ness of beauty to the habituated eye, in a greater degree 
than any other scenery. 

As it thus peisuados us to inhabit it, it becomes a point 
of honour not to make the attractiveness of its beauty its 
destruction ; especially’ as, being the natural dominion 
of the villa, it affords great oppoilnnity for the architc(^t 
to exhibit variety of design. 

Its spirit has been proved to be Greek ; and therefore, 
though that spirit is slightly manifested in Britain, and 
though every good architect is shy of impoHation, villaa 
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on Greek and Roman models are admissible here. StiU 
as in all bine country there is much activity of life, the 
principle of utility should be kept in view, and the build- 
ing should have as much simplicity as can be united with 
l)crfcct gracefulness of line. It appears from the princi- 
ples of composition alluded to in speaking of the Italian 
villa, that in undulating country the forms should be 
square and massy ; and, where the segments of curves are 
small, the buildings should be low and flat, while they may 
be prevented from appearing cumbrous by some well-man 
aged irregularity of design, which will be agreeable to the 
inhabitant as well as to the spectator; enabling him to 
change the aspect and size of liis chamber, as temperature 
or employment may render such change desirable, without 
being foiled in his design, by finding the apartments of 
one wing matclied foot to foot, by those of the otlier. For 
the colour, it has been shown that white or pale tints are 
agreeable in all blue country : but there must be warmth 
in it, and a greal deal too, grey being comfortless and use- 
less with a cold distance ; but it must not be raw nor glai- 
iii" * The roof and chimneys should be kept out of sight 


« The epithet “ mw," by the by, is v^gue, and 
tint is raw which is perfectiy opaque, and has not nil the three p 
colours in its composition. Thus, black is always raw, ‘■“oan^'* to ”” 
Colour • white never, because it has all colours. No tint can be « 
which is not opaque : and opacity may be taken away, either by acta 
lepth :^d tranVareocy. as in the sky ; by lustre -d texture as m the 
cafe of silk and velvet, or by variety of shade, as m for^t verdum 
Two instances wiU be sufficient to prove the truth of this. 
when first fl> ed, is always raw ; but. when It has been a Uttle weathered, 
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as much as possible ; and, therefore, the one very flal , and 
the other very plain. AVe ought to rcvix-c the Greek custom 
of roofing with thin slabs of coai-so marble, c«t into the 
form of tiles. However, whci-c the architect finds he has 
a very cool distance, and few trees about the building, and 
where it stands so high as to preclude the possibility of its 
being looked down upon, he will, if he be courageous, use 
a very fiat roof of the dark Italian tile. The eaves, which 
arc all that should be seen, will be peculiarly graceful ; 
and the sharp conti-ast of colour (for this tiling can only be 
admitted with white walls) may be altogether avoided, by 
letting them cast a strong shadow, and by running the 
walla up into a range of low garret windows, to break the 
horizontal line of the roof. He will thus obtain a bit of 
very strong colour, which will impart a general glow of 
cheerfulness to the building, and which, if he manages it 
rightly, will not be glaring or intrusive. It is to be ob* 
served, however, that he can only do this with villas of the 
most humble order, and that he will seldom find his em- 


it acquires a slight blue tint, assisted by the grej of the mortar ; incipi- 
ent vegetation affords it the yellow. It thus obtains an admixture ol 
the three colours, and is raw no longer. An old woman's red cloak, 
though glaring, is never raw ; for it must, of necessity, have folded 
shades ; those shades arc of a rich gray : no grey can exist without yel- 
low and blue. Wo thus have three colours, and no rawness. It must 
be observed, however, that, when any one of tho colours is griven in so 
slight a degree, that it can be overpowered by certain effects of light, 
the uruted colour, when opaque, will be raw. Thus, many flesh-colours 
aro raw; because, though they must have a little blue in their ooiupo- 
ntion, it is too little to be efficiently visible in a strong light. 
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ployer possessed of so much common sense as to put up 
witli a tile roof. •'When this is the case, the flat slabs of 
the \»pper limestone (ragstone) are usually better than slate. 
For the rest, it is always to be kept in view, that the 


prevailing charac-ter of tlic whole is to be that of graceful 
simplicity ; distinguished from the simplicity of the Italian 
edifice, by being that of utility instead of that of pride. 
Consecpiently, the building must not be Gothic or Eliza- 
bethan ; it may be as commonplace as the proprietor likes, 
])rovided its proportions be good ; but nothing can ever 
excuse one acute angle, or one decorated pinnacle, both 
being direct interruptions of the repose with which fiie 
eye is indulged by the undulations of the surrouudiiig 
scenery. Tower and fortress outlines are, indeed, agree- 
able, from tlieir fine grouping and roundness; but we do 
ii.)t allude to them, because notliiug can be more absurd 


than the buiuor prevailing at the present day among many 
of our peaceable old gentlemen, who never smelt i>owder 
in their lives, to eat their morning mnftin in a savago-loo -- 
ing round tower, and admit quiet old ladies to a tea-party 
uirder the laiigo of twenty-six cannon, which, it is uc 7 
for the china, are all wooden ones, as they are, in a pro- 
babili;y,-acenrately and awfully pointed into the drawing- 


room win 


(lows. 


a aimculty ^ nauamg - 

pictf veraA. 
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So much, then, for our British blue country, to which it 
was necessary to devote some time, as occupying a con- 
siderable portion of the island, and being peculiarly well 
adapted for villa residences. Tlie woody, or green 
countiy, which is next in order, was spoken of before, and 
was shown to be especially our own. Ilic Elizabethan 
was pointed out as the style peculiarly belonging to it ; 
and farther criticism of that style was deferred until we 
came to the consideration of domestic builditigs provided 
with the means of defence. We ha\^, therefore, at 
present only to offer a few remarks on the principles to 
be observed in the erection of Elizabethan villas at the 
present day. 

First. The building must be either quite chaste, or 
excessively rich in decoration. Every inch of ornament 
short of a certain quantity will render the whole effect 
|x>or and ridiculous; while the pura perpendicular lines 
of this architecture will always look well if left entirely 
alone. The architect, therefore, when limited as to ex- 
pense, should content himself with making his oriel? 
project boldly, channelling their mullions richly, and, in 
general, rendering his vertical lines delicate and bcantifnl 
ill their workmanship ; but, if his estimate be nnliinited, 
he should lay on his ornament richly, taking care never 
to confuse the eye. Those parts to which, of necessity, 
observation is especially directed, must be finished so as to 
bear a cl<»e scrutiny, that the eye may i*est on them with 
satisfaction : but their finish must not be of a chaiactei 
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which would have attracted the eye by itself, withe at 
being placed in a conspicuous situation ; for, if it were* 
the united attraction of form and detail would confine 
the contemplation altogether to the parts so distinguisheJ, 
and render it impossible for the mind to receive any 
impression of general effect. Consequently, the parts 
that project, and are to bear a strong light, must be chiseled 
with infinite delicac}’; so that the ornament, though it 
would have remained unobserved, had the eye not been 
guided to it, when observed, may be of distinguished beau- 
ty and power ; but those parts which are to be flat, and in 
shade, should be marked with great sharpness and boldness, 
that the impression may be equalised. Wlicn, for instance, 
wc have to do with oriels, to which attention is immedi- 
ately attracted by their projection, we may run wreaths 
of the finest flowered-work up the mullions, charge the 
terminations with shields, and quarter tliem richly ; but 
we must join the window to the wall, where its shadow 
falls, by means of more deep and decided decoration. 

Secondly. In the choice and design of his ornaments, 
tlie architect should endeavor to he grotesque rather 
than graceful (though little bits of soft flower-work here 
and there will relieve the eye) ; but he must not imagine 
he can be grotesque by carving faces with holes for 
eyes and knobs for noses ; on the contraiy, wherever he 
mimics grotesque life, there should bo wit and humour m 
every feature, fun and frolic in every attitude ; every d^ 
toition should be anatomical, and every monster a studied 
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combination. This is a question, however, relating more 
nearly to Gothic architecture, and, therefore, we shall not 
enter into it at present. 

Thirdly. The gables must, on no account, be jagged 
into a succession of right angles, as if people were to be 
perpetually engaged in trotting up one side and down the 
other. This custom, though sanctioned by authority, lias 
very little apology to offer for itself, based on any principle 
of composition. In street effect, indeed, it is occasionally 
useful ; and, where the verticals below arc unbroken by 
ornament, may be used even in the detached Elizabethan, 
but not when decoration has been permitted below. They 
should then be carried up in curved lines, alternating 
with two angles, or three at the most, without pinnacles 
or hip-knobs. A hollow parapet is far better than a 
battlement, in the intermediate spaces ; the latter, indeed, 
is never allowable, except when the building has some 
appearance of being intended for defence, and, therefore, 
is generally barbarous in the villa, while the parapet 
admits of great variety of effect. 

Lastly. Though the grotesque of Elizabethan archi- 
tecture is adapted for wood country, the grotesque of the 
clipped garden, which frequently accompanies it, is not. 
The custom of clipping trees into fantastic forms is 
always to be reprehended ; first, because it never can 
produce the tme grotesque, for the material is not passive, 
and, therefore, a perpetual sense of restraint is induced, 
while the great principle of the grotesque is action ; again, 
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because we have a distinct perception of two natures; 
the orte neutralising the other ; for the vegetable organisa- 
tion is too palpable to let the animal form suggest its true 
idea ; again, because the gi-eat beauty of all foliage is tlie 
energy of life and action, of which it loses the appear- 
ance by formal clipping ; and again, because the hands of 
the gardener will never produce anything really spirited 
or graceful. Much, however, need not be said on tins 
subject ; for the taste of the public does not now prompt 
them to such fettering of fair freedom, and we should be 
as sorry to see the characteristic vestiges of it, winch still 
remain in a few gardens, lost altogether, as to sec the 

thiiu^ again becoming common. 

tL garden of the Elizabethan villa, then, should be 

laid oiirwith a few simple terraces near the house, so M 
to unite it well with the ground ; lines of baliistmde 

along the edges, guided away into the ^ 

taller trees of the garden, with the shadows fidl nig at 

intervals. The balustei-s should be sqimie m 
round, with the angles outwards ; and, if the a us 
looks unfinished at the cornem, it may be siirmoi by 
a grotesque bit of sculpture, of any kind ; but i n .s h 
.e^y strong and deep in its carved lines, and mu t -t^b^ 
lar-rn • and all graceful statues are to be avoided, 

rea:ons mentioned in speaking of J’ 

is the terraced part of the garden to -‘-d to - ^ 

taoee from the house, nor to have deep 

for they are sure to get mossy and slippeiy, i P« 
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intended with troublesome care ; and the rest of tlio 
garden should have more trees than flowers in it. A 
flower-garden is an ugly thing, even when best managed : 
it is an assembly of unfortunate beings, pampered and 
bloated above their natural size, stewed and heated into 
diseased growth ; corrupted by evil communication into 
speckled and inharmonious coloui*s; torn from the soil 
which they loved, and of which they were the spirit and 
the glory, to glare away their term of tormented life 
among the mixed and incongruous essences of each other, 
in earth that they know not, and in air that is poison to 
tliem. 

The florist may delight in this: the true lover of flowers 
never will. He who has taken lessons from nature, who 
Las observed the real purpose and opci-ation of flowei'S ; 
how they flush forth from the brightness of the earth’s 
being, as the melody rises up from among the moved 
strings of the instrument; ho\v the wildness of their pale 
colours passes over her, like the evidence of a vai*ious 
emotion ; how the quick fire of their life and their 
delight glows along tlie green banks, where the dew 
falls the thickest, and the low mists of incense pass 
slowly through the twilight of the leaves, and the inter- 
twined roots make the earth tremble wdth strange joy at 
the feeling of their motion ; he who has watched this will 
never take away beauty of their being to mix into 
meretricious glare, or to feed into an existence of disease. 
And the flower-garden is as ugly in effect as it is im- 
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natiu-al in feeling: it never will harmonise with anything, 
and. if people will have it, should be kept out of sight 
until tliey get into it. But, in laying out the garden 
which is to assist the effect of the building, we must 
observe, and exclusively use, tlie natural combination ol 
flowers.* Now, as far as we are aware, bluish purple is 
the only flower colour which nature ever uses in masses of 
distant effect ; this, however, she does in the case of most 
lieathei'S, with the Khododendron fenaigineiira, and, less 
extensively, with the colder colour of the wood hyacinth. 


* Every one who is about to lay out a limited extent of garden, in 
which he vdshes to introduce many flowers, should read and attentively 
study, first Shelley, and next Shakspeare. The latter, indeed, induces 
tho most beautiful connexions between thought and flower that can be 
found in the whole range of European Uterature ; but he very often 
uses the symbolical effect of the flower, which it can only have on the 
educated mind, instead of the natural and true effect of the flower, 
which it must have, more or less, upon every mind. Thus, w 
Ophelia, presenting her wild flowers, soys : “ There’s rosemary, a 
for remembrance; pray you love, remember: and there is ’ 

that’s for thoughts : ” the infinite beauty of the pa^e ^epends upon 
the arbitrary meaning attached to the flowers. Bub, w en 


speaks of 

“ The lily of the vale, 

youth makes so fair, and passion so pale, 

That the light of her tremulous bells is seen 
Through their pavilion of tender green,” 

he is etherealMng an impressioa avhich the 

from the flower. Consequently, aa it is only by them ““ 

that flowers can address the mind through the 

Shelley, to learn how to use flowere, and Shakspeare, 

them. In both writers we find the wild ilower possessmg senl M w^ 

as life and mingling its influence most intimately, like an 

melody, with the deepest and most secret streams of human emot. 
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Accordingly, the large rhododendron may be used tc 
almost any extent, in masses ; the pale varieties of the 
rose more sparingly ; and, on the turf, the wild violet and 
pansy should be sown by chance, so that they may gj’ow 
in undulations of colour, and should be relieved by a few 
primroses. All dahlias, tulips, ranunculi, and, in general, 

what are called florist’s flowers, should bo avoided like 
garlic. 

Perhaps we should apologise for introducing this in the 
A.7'chitectuval Jifagazhie j but it is not out of place ; the 
garden is almost a necessary adjunct of the Elizabethan 
villa, and all garden architectnro is utterly useless unless 
it be assisted by tlie botanical effect. 

These, then, are a few of the more important principles 
of architecture, which are to be kept in view in the blue 
and in the green country, Tlie wild, or grey, country is 
never selected, in Britain, as the site of a \illa; and, 
therefore, it only remains for ns to offer a few remarks on 
a subject as difficult as it is interesting and important, tlio 
architecture of the villa in British hill, or brown, countiy. 


V. Tha Brttzsh ViOa, Mill, or Brown, Country,— 

Principles of Composition. 

“ Vivito contenti casulis et colUbns iatis,” Juvenal. 

Ik the Boulevard des Italiens, just at the turning intc 
the Eue la Paix (in Paris), there stand a few dnsky and 
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withered trees, beside a kind of dry ditch, paved at the 
bottom, into which a carriage can with some difficulty 
descend, and which affords access (not in an unusual man- 
ner) to the ground floor of a large and dreaiy-loohing 
house, whose passages are dark and confined, whose rooms 
are limited in size, and whose windows command an in- 
teresting view of the dusty trees before mentioned. This 
is tlie town residence of one of the Italian noblemen, 
whose country house has already been figured as a beauti- 
ful example of the villas of the Lago di Como. That 
villa, however, though in one of the loveliest situations 
that hill, and wave, and heaven ever combined to adorn, 
and though itself one of the most dclicioi^ habitations 
that luxury ever projected, or wealth procured, is veiy 
rarely honoured by the presence of its master ; w ii e a 
tractions of a very different nature retain him, .nn 
after winter, in the dark chanibem of the Bo« evaid di. 

Italieiis. This appeals siiignl.ar to the ‘ 

who darts down from the dust and hea o 

capital to the light and glory of the Bal-n ^ 

finds the tall marble chambem and orange 

he thinks, were he possessed of them, he coi ^ 

for ever, left desolate and neglected by their i 

but, were he to try such a residence for a 

meuth, we believe his wonder would have 

ished at the end of the time. For 

„an in question does not differ from that o Im 

of men ; inasmuch as it is a well-kncwn fact, that a sen 
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of sublime impressions, continued indefinitely, gradually 
pall upon the imagination, deaden its fineness of feeling, 
and, in the end, induce a gloomy and morbid state of 
mind, a reaction of a peculiarly melancholy charactei^ 
because consequent, not up(jn the absence of that which 
once caused excitement, but upon the failure of its power. 
This is not the case with all men ; but with those over 
whom the sublimity of an unchanging scene can retain its 
power for ever, we have nothing to do ; for they know 
better than any architect can, how to choose their scene, 
and how to add to its effect: we have only to impress 
upon them tlic propriety of thinking before they build, and 
of keeping their humoui-s under the control of their judg- 
ment. It is not of them, but of the man of average in- 
tellect, that we are thinking throughout all these papei*s ; 
and upon him it cannot be too strongly impressed that 
tliere arc very few points in a hill country at all adapted 
for a permanent residence. There is a kind of instinct, 
indeed, by which men become aware of this, and shrink 
from the stemer features of hill scenery into the parts 
possessing a human interest ; and tlms we find the north 
side of the Lake Leman, from Vevay to Geneva, which is 
about as monotonous a bit of vine country as anv in Eu- 
rope, studded with villas ; while the south side, which ia 
as exquisite a piece of scenery as is to be found in all 
Switzerland, possesses, we think, two. The instinct, in this 
case is true ; but we frequently find it in error. Tima, 
the Lake of Oomo is the resort of half Italy, while the 
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Lago Maggiore possesses scarcely one villa of importance^ 
besides those on the Borromean Islands. Yet the Lago 
Muggiore is far better adapted for producing and sustain 
yig a pleasurable impression, than that of Como. The 
fii'st thing, then, which the architect has to do in hill 
country' is, to bring his employer down from heroics to 
common sense j to teach liim that, although it inight be 
very well for a man like Pliny, whose whole spirit and 
life was wrapt up in that of nature, to set himself down 
under tire splash of a cascade 400 ft. high, such escapades 
are not becoming in English gentlemen; and that it is 
necessary, for his own satisfaction, as well as tliat of 
othei-s, that he should keep in the most quiet and least 
pretending corners of the landscape which he has chosen. 

Having got his employer well under control, he has two 
points to consider. First, where he will spoil least; and, 
secondly, where he will gain most. Now, we may spoil^ a 
landscape it two ways; either by destroying an associa- 
tion connected with it, or a beauty inherent in it. With 
tlio first barbarism we liave nothing to do; for it is one 
wliicli would not be permitted on a large scale ; and, even 
if it were, could not be perpetrated by any man o t o 
slicditest education. No one, having any pretensions to 
he'’called a hiiinaii being, would build liimself a house on 
the meadow of the Rutlin, or by the farm of la Haye Sainte. 
or on the lonely isle on Loch Katrine. Of the injushce 
of the second barbarism we havo spoken already ; and it is 
the object of this paper to show how it may be avoided, as 
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well as tc develope the principles by which we may be 
guided in the second question ; that of ascertaining liow 
much permanent pleasure will be received from the co!i 
^femplation of a given scene. 

It is very fortunate that the result of these several in 
vestigations will generally be found the same. The res* 
idence which, in the end, is found altogether delightful, 
will he found to have been placed where it has committed 
no injury; and, therefore, the best way of consulting our 

own convenience in the end is, to consult the feelings of 

« 

the spectator in the beginning.* Now, the tii*st grand 
rule for the choice of situation is, never to build a villa 
where the ground is not richly productive. It is not 
enough that it should be capable of producing a crop of 
scanty oats or turnips in a fine season ; it must be rich 
and l\ixuriant, and glowing with vegetative power f of one 

* For instance, one proprietor terrifies the landscape all round him, 
within a range of three miles, by the conspicuous position of his habita- 
tion ; and is punished by finding that, from whatever quarter the wind 
may blow, it sends in some of his platc-glass. Another spoils a pretty 
bit of crag, by building below it, and h.'is two or three tons of stone 
dropped through his roof, the first frosty night. Another occupies the 
turfy slope of some soft lake promontory, and has his cook washed away 
by the first flood. We do not remember ever having seen a dwelling - 
house destroying the effect of a landscape, of which, considered merely 
as a habitation, we should wish to be the possessor. 

f We ore not thinking of the effect open the human frame of the air 
which is ^LTOurablo to vegetation. Chemically considered, the bracing 
breeze of the more sterile soil is the most conducive to health, 
and is practically so, when the frame is not perpetually exposed to it ; 
but the keenness which checks the growth of the plant is, in all probi^ 
bilily, trying, to say ^e least, to the constitution of a resident. 
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kind or another. For the very chiefest * part of tin 
fharactcr of the edifice of pleasure is, and must bo, itfc 
perfect case, its appearance of felicilDns repose. This it 
can never liavc where the nature ai d e.\[)rcssion of the 
land near it reminds ns of the necessity of labour, and 
wliei’e tlie earth is niggardly of all that constitutes its 
henuty and our jdeasure; tliis it can only have, where the 
[)resenee of man seems the natural consequence of an am- 
ple provisi(tn fi'V liis eiijc^inent, not tlie continuous strug- 
gle of suffering existence with a rude heaven and rugged 
pttil. Tlierc is nohility in such a struggle, hut not wlieu 

it is maiutaiued 1>V the inlial)itaut of the villa, in wliom it is 

% 

unnatural, and therefore injurious in its effect. The nai- 
renv cotta'>'C on the desolate moor, or the stjdwart hospice 


on the crest of the Alps, each leaves an ennobling impres- 
sion f*f energy and endurance; hnt the possessor of the 
villa, should call, not upon our admiration, hut upon our 

sympathy; and his function is to deepen the impression of 

the beauty and the fulness of creatiiUi, not to exhibit the 
majestv of man ; to show, in the intercoui'se of earth and 
her ciiihli eii, not Imw her severity may he mocked by their 
heroism, but how lier bounty may be l.onourcd in tlieir 


enjoyment. 

This position, being once granted, will save us a gicat 
deal of trouble; for it will put out of our way, as totally 
niitit for villa residence, nine-tenths of all mountain 

' * We hoi>e the English langu-ige may ioug retain tliifl corrupt but 
daerjjetic superlative. • 
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scenery; beginning with sncli bleak and stony bits of hill 
side as that which was metamorphosed into something like 
a forest by the author of A\^averley ; laying an equal veto 
on all the severe landscapes of such districts of minor 
mountain as the Scotch Highlands and Horth Wales; 
and finishing by setting aside all the higher sublimity of 
Alp and Apeniiine. What, then, has it left us? The gentle 
slope of the lake shore, and the spreading parts of tlic 
quiet valley, in almost all scenery ; and the shores of the 
Cumberland lakes in our own, distinguished as they are by 
a richness of soil, which though generally manifested only 
in an exqtiisite softness of pasture, and roundness of undu- 
lation, is sufficiently e^^dent to place diem out of the 
sweeping mnge of this veto. 

• Now, as we only have to do with Britain, at present, wo 
shall direct particular attention to the Cumberland lakes, 
as they are the only mountain district which, taken gener- 
ally, is adapted for the villa residence, and as every piece 
of scenery which in other districts is so adapted, resembles 
them ill chai'acter and tone. 

We noticed, in speaking of die AVestmoreland cottage, 
the feeling of humility with w'hich we are impressed dur- 
ing a mountain ramble. Now, it is nearly impossible for 
a villa of large size, however placed, not to disturb and in- 
terrupt this necessary and beautiful impression, particularly 
whei'e the scenery is on a very small scale. This disad> 
vantage may be obviated in some degree, as we shall 
see, by simplicity of architecture ; but a aother, dependent, 
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on a question of proportion, is inevitable. Wlien an 
object, in wliicU magnitude is a desirable attribute, leaves 
an imprcssioi/, on a practised eye, of less magnitude than 
|it really possesses, we should place objects beside it, of 
whose magnitude we can satisfy oui*selves, of larger size 
than that which we are accustomed to ; for, by finding 
these large objects in precisely the proportion to the grand 
object, to which we are accustomed, while we know their 
actual size to be one to which we are not accustomed, we 
become aware of the true magnitude of the principal 
feature. But, where the object leaves a true impression 
of its size on the practised eye, we shall do liarm by ren- 
dering minor objects either larger or smaller than they 
usually are. AVhere the object leaves an impression of 
greater magnitude than it really possesses, we must render 
the minor objects smaller than they usually are, to prevent 
our being undeceived. Now, a mountain of 15,000 ft 
high always looks lower, than it really is ; therefore, the 
larger the buildings near it are rendered, the better. 
Thus, in speaking of the Swiss cottage, it was observed 
that a building of the size of St Peter’s in its place, 
would exhibit the size of the mountains more truly and 
strikingly. A mountain 7,000 ft. liigh strikes its impres- 
sion with great truth, we are deceived on neither side; 
therefore, the building near it should be of the average 
size ; and thus the villas of the JAgo di Como, being 
among hills from 6,000 to 8,000 ft. high, are well propo^ 
tioned, being neither colossal nor diininutive: hut a 
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mountain 3,000 ft. high always looks liigher than « roally 
is* ; therefore, the buildings near it should be smaller 
than the average. And this is what is meant by the pro 
portion of objects ; namely, rendering them of such rela- 
tive size as shall produce the greatest possible impression 
of those attributes w’hich are most desirable ill both. It 
is not the true, but the desirable impression wliich is to bo 
conveyed ; and it must not be in one, but in both : the 


* This position os well as the two preceding, is important, and in 
need of confirmation. It has often been observed, that, when the eye is 
altogether unpractised in estimating elevation, it believes every point to 
be lower than it really is ; but this docs not militate against the propo- 
sition, for it is also well known, that the higher the point, the greater 
the deception. But when the eye is thoroughly practised in mountain 
measurement, although the judgment, arguing from technical know- 
ledge, gives a true result, the impression on the fcoliugs is always at 
variance with it, except in hills of the middle height. We arc perpetu- 
ally astonished, in our own country, by the sublime impression loft by 
sucb hills as Skiddaw, or Coder Idris, or Ben Venue ; perpetually voxed, 
in Switzerland, by finding that, setting aside circumstances of form and 
color, the abstract impression of elevation is (except in some momenta 
of peculiar effect worth a king's ransom) inferior to the truth. Wc were 
standing the other day on the slope of the Brevent, above tho Pricure 
of Chamouni, with a companion, well practised in climbing Highland 
hills, but a stranger among the Alps. Pointing out a rock above the 
Glacier des Bossons. we requested au opinion of its height. I should 
think," was the reply, “ I could climb it in two steps ; butlomtoowell 
used to hills to be taken in that way ; it is at least 40 ft.” The real 
height was 470 ft. This deception is attributable to several causes ^in- 
dependently of the clearness of the medium through which tho object is 
seen), which it would he out of place to discuss here, but the chief of 
which is the natural tendency of the feelings always to believe objects 
subtending the same angle to be of the same height. Wo say the 
feelings, not the eye ; for the practised eye never betrays its possessor 
though the due and oorrespondiog mental impression is not received. 
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l)uiiding must not be overwhelmed by the mass of the 
mountain, nor the precipice mocked by the elevation ol 
the cottage. (Proportion of color is a question of quite a 
different nature, dependent merely on admixture and 
combination.) Por these reasons, buildings of a very 


lai’ge size are decidedly destructive of effect among the 
English lakes : fii-st, because apparent altitudes are much 
diminished by them; and, secondly, because, whatever 
position they may be placed in, instead of combining with 
scenery, they occupy and overwhelm it : for all scenery is 
divided into pieces, each of which has a near bit of 
beauty, a promontory of lichened crag, or a smooth swarded 
knoll, or something of the kind to begin with. Where- 
ever the large villa comes, it takes up one of these begin- 
ning^ of landscape altogether; and the parts of crag or 
wood, which ought to combine with it, become subservient 
to it, and lost ill its general effect ; that is, ordinarily, m a 
general effect of ugliness. This should never be the case . 
however intrinsically beautiful tiie edifice may be, it 
should assist, but not supei-sede ; join, but not eclipse, ap- 
pear, but not intrude. Tlie general rule by which we ai 
to determine the size is, to select the largest ma^ wine i 
will not overwhelm any object of fine form, wit m 
Inmdred yards of it ; and, if it does not do this we may 

he quite sure it is not too large for the dishuff^^^^^ 

fur it is one of Nature’s most beautiful adapUtions, t 
sl^c is never out of proportion with hemelf ; that is, h 
-ninor details of scenery of Uic fimt class bcai- exactly the 
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proportion to the same species of detail in scenery of the 
second class, that the large features of the firet bear to 
the large features of the second. Ever}' mineralogist 
knows that the quartz of the St. Gothard is as much 
larger in its crystal than the quartz of Snowdon, as the 
peak of the one mountain overtops the peak of the other ; 
and that the crystals of the Andes are larger tlmn either.* 
Every artist knows that the bouldci's of an Alpine fore- * 
ground, and the leaps of an Alpine stream, arc as much 
larger than the bouldei-s, and as much bolder than the 
leaps, of a Cumberland foreground and torrent, as the 
Jungfrau is hiffher than Skiddaw. Therefore, if we take 
care of the near effect in any country, we need never be 
afraid of the distant. For these reasons, the cottage villa, 
rather than the mansion, is to be preferred among our 
hills : it has been preferred in many instances, and in too 
many, with an unfortunate result ; for the cottage villa is 
precisely that which affords the greatest scope for pi-actical 
absurdity. Symmetry, proportion, and some degree of 
simplicity are usually kept in view in the large building ; 
but, ill the smaller, the architect considere himself licensed 
to try all sorts of experiments, and jumbles togetlier 
pieces of imitation, taken at random from his note-book, 


* This iii ratrhei a bold assertdon ; and we shoold be sorry to mointoia 
the fact as aniTersal ; but the crystals of almost all the rarer roincmla 
ere larger in the larger mountain ; and that altogether independently of 
the period of elevation, which, in the case of Mont Blano, is later than 
that of our own tiendips. 
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as carelessly as a bad chemist mixing elements, from 
which he may by accident obtain sometliing new, thougV 
the chances are ten to one that he obtains something use- 
less. The chemist, however, is more innocent than the 
architect ; for the one tlirows his trash out of the window 
if the compound fail ; while the other always tliinks his 
conceit too good to be lost. The great one cause of all 
the errors iu this branch of architecture is, the principle 
of imitation, at once the most baneful and the most nuin- 
tellcctual, yet perhaps the most natural, that the human 
iniiid can encourage or act upon.* Let it once be tlioi- 


• In p. 15y, we noticed tbe kind of error most common in amateur 
desitnis. and we traced that error to its great first cause, the assumption 
of the humor, instead of the true character, for a guide ; but we did 
not sufficiently specify the mode iu which that first cause operated, by 
prompting to imitation. My imitation, we do not mean accurate coin- 
ing neither do we mean working under the influence of the feeling 'y 
which we rnav suppose the originators of a given model to have breu 

actuated; but we mean the intermediate step of endeavoring wm- 

bitie old m.atcrials in a novel manner. Tnie copying may he di^amoa 
by architects, but it should not be disdained by nations ; for, when e 
fecUn-s of the time in which certain stylos had their origin have pa^^ea 
away "any examples of the same style will invariably be failure.s. uiiU. 
they be copies. It is utter absurdity to talk of buildm.^ Greek cohec 
now • no man ever will, or ever ea». who doe.s not believe ^ « i 

invlholo-ry . and, precisely by so much a.s he diverges from iho teehni- 
X of siriet ;opyism. he will err. Rut we ought to avc pieces 
of t;reek architecture, as wo have repriuts of tbe most ^ ’ 

an.l it is better to buUd a new Parthenon than to set up the o d om. 
Let the dust and the desolation of the Acropolis be undisturbed f 
over ■ lot them be left to be the school of our moral feelings, not of o 
.acehanical perceptions: the Hoe and rule of the 
Bhnuld not come into the quiet and holy places of 
^heve, we may build marble models for the educatioo of the nation 
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oughl^ rooted out, and the cottage villa will become 
a beautiful and interesting element of onr landscape. 

So miich for size. The question of position need not 
detain us long, as the principles advanced at page SS, 
aic true generally, with one exception. Beautiful and 
cairn the situation must always be, but, in England, not 
conspicuous. In Italy, the dwelling of the descendants of 
those whose former life has bestowed on every scene the 
greater part of the majesty which it possesses, ought to 
have a dignity inherent in it, which would bo shamed by 
shrinking back from the sight of men, and majesty enough 
to prevent such non-retirement from becoming intrusive; 
but the spirit of the English landscape is simple, and 
pastoral and mild, devoid, also, of high associations (for, 
in the Highlands and Wales, almost every spot which has 


mind nnd eyo ; but it is useless to think of adopting the architecture of 
the Greek to the purposes of the Frank : it never has been done, and 
never will be. We delight, indeed, in observing the rise of such a build* 
ing as La Madeleine : beautiful, because accurately copied ; useful, os 
teaching the eye of every pusser-by. But we must not think of its pur- 
pose : it is wholly unadapted for Christian worship ; and. were it as bail 
Greek as our National Gallery, it would be equally unfit. The mistake 
of oxjr architects in general is, that they fancy they are spe.oking good 
EugUsh by speaking bad Greek. We wish, therefore, that copying were 
more m vogue than it is. But imitation, the endeavor to bo Gothic, or 
Tyrolese, or Venetian, without the slightest grain of Gothic or Venetian 
feeling ; the futile effort to splash a building into age, or daub it into 
digmty, to zigrag it Into sanctity, or slit it into ferocity, when its shell 
is neither ancient nor dignified, and its spirit neither priestly nor baro- 
nial ; this is the degrading vice of the age ; fostered, as if man’s reason 
were bnt a step beWeen the brains of a kitten and a monkey, in the 
mixed love of despicable excitement and miseralde mimicty. If tht 
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the pride of memory is unfit for villa residence); and 
llioi-eforc, all cons^tcuous appearance of its more wealth)' 
inliahitants becomes ostentation, not dignity ; inipucleiice, 
]i')t condescension. Their dwellings ought to be just evi 
dent, and no nn>re, as forming part of the gentle auiina 
tion, and present pro5i)erity, which is the beauty of culti 
vated ground. And this partial concealment may be 
cftccted without any sacrifice of the prosj3e<tt which the 
|)j'<iprietor will insist upon commanding from his windows, 
and with great accession to liis perinajient enjoyment. 
]'oi\ fii'st, the only j)i;ospect which is really desii'ablc oi 
deliirhtfnl, is that from the window of the breakfast-room 
This is rather a hold position, but it will appear evident 


English have no imagination, they should not scorn to be commonplace; 
or, rather, they .shouhl remember that poverty cannot bo disguised by 
beggarly borrowing, though it may be ennobled by calm mdepcndeuce. 
Our national architecture never wiU improve until our poimlation are 
gciu rallv convinced that in this art, as in all othei-s. they cannot .seem 
what they cannot be. The scarlet coat or the tomfd-dott-n collar, 
which the obscquiou.s portrait-painter puts on the shouldere and o e 
necks of hia savage or insane customers, never can make the 'prentice oo 
military, or the idiot poetical ; and the architectural appurtenances o 
Norman embrasure or Veronaic biUcony must be equally ineffective, un 
thev can turn shopkeepoi-s into barons, and schoolgirls into Juhets. 
Lot the national mind he elevated in its character, and it will natural y 

become pure in its conceptions; let it bo simple in its desires, and i 

will bo beautiful in its ideas ; let it be modest in feeling, and it \>m no* 
be insolent in stone. For architect and for employer, there «ui be bu 
one rule • to be n.itural in all that they do. and to look for the beau y 
of the material creation as they would for that of the human form, not 
in the chanceful and changing disposition of artificial decoration, but m 
the manifestation of the pure and animating spirit which keeps it from 

the coldpess of the gr.ave. 
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on a little consideration. It is pleasant enough to have a 
pretty little hit visible from the bed-rooms j but, after all, 
it onlv makes gentlemen cut themselves in shaving, and 
ladies never think of anything bcneath*the sun when they 
are dressing. Then, in the dining-room windows are ab- 
solutely useless, because dinner is always uncomfortable 
by daylight, and the weight of furniture effect which 
adapts the room for the gastroiiomie rites, rcndei*s it de- 
testable as a sitting-room. In the library, people should 
have something else to do, than looking ont of the win 
dows; in the drawing-room, the uncomfortable stillness 
of the quarter of an hour before dinner may, indeed, bo 
alleviated by having something to converse about at the 
windows : but it is vei7 shameful to spoil a prospect of 
any kind, by looking at it when we are not ourselves in a 
state of corporal comfort and mental good humour, which 
nobody can he after the labour of the day, and before ho 
has been fed. But the breakfast-room, where we meet 
the fii'st light of tlie dewy day, the fii-st breath of the 
morning air, the first glance of gentle eyes; to which we 
descejid in the very spring and elasticity of mental renova- 
tion and bodily energy, in the gathering up of our spirit 
for the new day, in the flush of our awakening from the 
darkness and the mystery of faint and inactive dreaming, 
in the resurrection from our daily grave, in the firet tre- 
mulous sensation of the beauty of our being, in the most 
glorious perception of the lightning of our life ; there, in- 
deed, our expatiatiou of spirit, when it meets the^ulse of 

9 *- 
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outward sound and joy, the voice of bird and breeze and 
billow, docs demand some power of liberty, some space 
for its going forth into the morning, some freedom of in* 
tercoui*se with the'lovely and limitless energy of creature 
and creation. The breakfast-room must have a prospect, 
and an extensive one ; the hot roll and byson are indis 
eussable, except under such sweet circumstances. But he 
must be an awkward architect, who cannot afford an open- 
ing to one window without throwing the whole mass of 
the building open to public view; particularly as, in the 
second place, the essence of a good window view, is the 
breaking out of the distant features in little well-com- 
posed morceaux, not the genei’al glare of a mass of one 
tone. Have we a line of lake? the silver water must 
glance out here and there among the trunks of near trees, 
just enough to show where it flows; then break into an 
open swell of water, just where it is widest, or where the 
shore is prettiest. Have we mountains ? their peaks must 
appear over foliage, or through it, the highest and boldest 
catching the eye conspicuously, yet not seen from base tc 
summit, as if we wanted to measure them. Such a pro- 
spect as this is always compatible with as much conceal- 
ment as we choose. In all tliese pieces of management, 
the architect’s chief enemy is the vanity of his employer, 
who will always want to see more than he ought to see, 
and than he will have pleasure in seeing, without reflect- 
ing how the spectators pay for his peeping. 

So *uch, then, for position. We have now only to 
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settle the questions of form and colour, and we shall then 
have closed the most tiresome investigation, which wo 
shall be called upon to enter into ; inasmuch as the priii 
ciplcs which wc may aiTive at in considering tlic architec 
ture of defence, though we hope they may be useful ii. 
the abstract, will demand no application to native land- 
scape, in which, happil}’, no defence is now I’cquired j and 
those relating to sacred edifices will, we also hope, be 
susceptible of more interest than can possibly be excited 
by the most degraded branch of the whole art of archi 
tecture, one hardly worthy of being included under the 
name ; that, namely, with which we have lately been oc- 
cupied, whoso ostensible object is the mere provision of • 
shelter and comfort for the despicable shell within wliosc 
darkness and corruption that purity of perception to 
which all liigh art is addressed is, during its immaturity, 
confined. 

There are two modes in which any mental or materia] 
effect may be increased ; by contrast, or by assimilation. 
Supposing that we have a certain number of features, or 
existences, under a given influence ; then, by subjecting 
another feature to the same influence, we increase the 
universality, and therefore the effect, of that influence ; 
but, by introducing another feature, jwt under the same 
influence, we render the subjection of the other features 
more palpable, and therefore more effective. For exam- 
ple, let the inflneuce be one of shade (Fig. 41), to which a 
certain number of objects aie subjected in a and Tc 
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ii we suld another feature, subjected to the same influence, 
and we increase the general impression of shade ; to h wo 
Fig 41. add the same feature, not subjected te 

tliis influence, and we have deepened 
the eflect of siiade. Xow, the princi- 
ples bv wbieh we arc to be guided in 
the selection of one or other of these 
means arc of great importance, and 
must be developed before we can con 
elude the investigation of villa archi 
teeturc. The impression produced b) 
a ‘dven effect or influence dependh 

upon its degree and its duration. D& 

irrce always moans the proportionate energy exerted 
Duration i.s either into time, or into space, or into both 
Tlie duration of colour is in space alone, forming what 
i.s cuiiimoMly called CNfent. The duration of sound is 
in space and time; the s^iace being m the size of 
^vaves of air, which give dciith t.) the tone. Tiie duration 
of mental emotion is in time alone. Now, m all in u- 
eiices, as is the degree, so is the impression , as is 
duration, so is the eflect of the imiwession ; that is, its per- 

operation upon the feelings, or the violence with 

it (Hkes possession of our own faculties and senses, 
as opp..sed to the abstract impression of its c.xistence \\it i' 
nut sm-li operation on onr own essence. For examp e, 
tendency of darkness or slnulc i., to induce fear 
melancliolv. Nou', us the degree of the sliade, bo ib 
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abstract impression of the existence of shade ; but, as the 
dni-atiou of shade, so is tlie fear of melaiicho.y excited hy 
it. Consequently, when we wish to increase ^he abstract 
impression of the power of any influence over objects M'ith 
wliit^h we have no connexion, we must increase degree ; 
but, when we wish the iinpi’ession to produce a permanent 
effect upon oin*selves, we must increase duration. Kow, 
degree is always increased by contrast, and duration by 
assimilation. A few instances of this will be suflicient. 
Blue is called a cold colour, because it induces a feeling 
of coolness to the eye, and is much used by nature in hci 
cold effects. Supposing that wo have painted a storm 
scene, in desolate counti’y, with a single miserable cottage 
somewhere in fi'ont ; that we have made the atmosphere 
and the distance cold and blue, and wish to heighten the 
comfortless impression. There is an old rag hanging out 
of the window : shall it be red or blue ? If it be red, the 
piece of warm colour will conti*ast strongly witli the atmo* 
sphere ; will render its blueness and chilliness immensely 
more apparent ; will increase the degree of both, and, 
therefore, the abstract impression of the existence of cold. 
But, if it be blue, it will bring the iciness of the distance 
up into the foreground ; will fill the whole visible space 
with comfortless cold ^ will take away every relief from 
the desolation ; will increase the duration of the influence, 
and, consequently, will extend its operation into the mind 
and feelings of the spectator, who will shiver as he looks, 
Now, if we are painting ^picturcy we shall not hesitate a 
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moment : in goes the red ; for tlie artist, while he wishes 
to render the actual impression of the presence of cold in 
the landscape as strong as possible, docs not wish tlia^ 
( liilliness to pass over into, or affect, the spectator, but en- 
deavours to make the combination of colour as delightful 
to his eye and feelings as possible.* But, if we are paint 
ing a scene for theatrical representation, where deception 
is aimed at, we shall be as decided in our proceeding on 
the opposite principle: in goes the blue; for we wish the 
idea of cold to pass over into the sj^cctator, and make him 
so uncomfortable as to permit, his fancy to place him dis- 
tinctly in the place we desire, in the actual scene. Again, 
Shakspeare has been blamed by some few critical asses for 
the raillery of ilercutio, and the humour of the nui’se, in 


Romeo and Juliet; for the fool in Lear; for the porter in 
]\[acbcth ; the grave-diggers in Hamlet, &c. ; because, it 
is said, these bits interrupt the tragic feeling. No such 
thing; they enhance it to an incalculable extent; they 
Je(‘pen its deyree^ though they diminish its duration. 
And what is the result? that the impression of the agony 
of the individuals brought before us is far strongci tliaii 
it could otherwise have been, and our sympathies are 
m<.rc forcibly awakened ; while, had the contrast been 


wanting, the impression of pain would have come over in- 
to om-sclves ; our seliish feeling, instead of our sympathy, 
would have been aw akened ; the conception of th e g^ 

• This fliffcrence of principle is one leading distinction betivecn 
artist, properly so caUed, and the scene, dioroma, or panorama pam 
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of others diminished ; and the tragedy would have made 
us ve-y uncomfortable, but never have melted us to teai*s, 
or excited us to indignation. "Wlicii lie, whose merry and 
satirical laugh rung in our eai*s the moment before, faints 
before us, with “ A plague o’ bcUi your houses, they havo 
made worms’ meat of me,” the acuteness of our feeling is 
excessive : but, liad we not heard the laugh before, there 
would have bec’i a dull weight of melancholy impression, 
which would have been painful, not affecting. Hence, wc 
see the grand importance of the choice of our 'neans of 
enhancing effect; and we derive the simple rule for that 
choice; namely, that, when wc wish to increase abstract 
impression, or to call upon the sympathy of the spectator, 
we are to use contrast ; but, when we wish to extend the 
operation of the impression, or to awaken the selfish feel- 
ings, we are to use assimilation. 

This rule, however, becomes complicated where the 
feature of contrast is not altogether passive ; that is, where 
we wish to give a conception of any qualities inherent in 
thftt feature, as well as in what it relieves ; and, besides, 
it is not always easy to know whether it will be best to 
Increase the abstract idea, or its operation. In most cases, 
energy, the degree of influence, is beauty ; and, in many 
the duration of influence is monotony. In others, dura- 
ti^.a is sublimity, and energy painful : in a few, energy 
and duration are attainable and delightful together. It is 
impossible fo give rules for judgment in eveiy case ; but 
the following points must always be observed : — ^1. Whe^ 
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we use contrast, it must be natural, and likely to occur 
Thus, the contrast in tragedy is the natural consccjuence 
of the character of human existence : it is what we see 
and feel every day of onr lives. When a contrast is un- 
natural, it destroys the effect it should enhance. Canning 
called on a French refugee in ITO-l. The conversation 
natni'ally turned on tlie execution of the c]uecn, then a 
recent event. Overcome by bis feelings, the Parisian 
threw himself upon the ground, exclaiming, in an agony 
of tears, “ La bonne roine! la pauvre reine!” Presently 
he sprang up, exclaiming, “ Copendant, Monsieur, il faut 
vous faire voir mon petit chien danser.” This ctuitiTist, 
though natural in a Pari.sian, was unnatural in the nature 


of things, and therefore injurious. 

2dly, Wlien the general inlluencc, instead of being 
exteri’.al, is an attribute or energy of the thing itself, so 
as to bcsto«- on it a permanent cliaraeter, the contrast 
which is obtained by the absence of that character is m- 
jnrions and becomes what is called an interruption of the 
unity. Tims, the raw and colorless tone of the S«,is» 
cottage, noticed at page 36, is an injurious contr.vst to t le 
ricln.ess of the laudseape, which is an iuhereut and ne- 
cessary energy in surrounding objects. So, the c mi .\c 
of Italian latidseape is enrvili.iear ; therefore, the outl.no 

.if the hnildings entering into its composition must 
arranged on curvilinear principles, as investigated at page 


lao. 

3dly. But, if the pervading character can 


be obtained 
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ill the single object by different means, the contrast will 
be delightful. Thus, the elevation of character wlii< h 
the hill districts of Italy possess by the magnificence of 
their forms, is transmitted to the villa by its dignity of 
detail, and simplicity of outline; and the rectangular 
interruption to the curve of picturesque blue country, 
partaking of the nature of that which it interrupts, is a 
contrast giving relief and interest, while any Elizabethan 
acute angles, on tlie contrary, would have been a contrast 
obtained by the absence of the pervading energy of the 
univei*sal curvilinear character, and therefore improper 
4tlily. When the general energy, instead of pervading 
simultaneously the multitude of objects, as with one 
spirit, is independently possessed and manifested by every 


Fig. 42. 




Tv. tt. 
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iiidividnal object, the result is repetition, not unity: ard 
contrast is not merely agreeable, but necessary. Thus, 
in Fig. 42, the number of objects, forming the line ot 
beauty, is pervaded by one simple energy ; but in Fig. 43 
that enci-gy is separately manifested in each, and tlio 
result is painful monotony. Parallel right lines, without 
grouping, are always liable to this objection ; and, there- 
fore, a distant view of a flat country is never beautiful, 
unless its liorizontals are lost in richness of vegetation, 
as in Lombardy ; or broken with masses of forest, or 
with distant hills. If none of these interruptions take 
place, there is immediate monotony, and no introduction 
can be more delightful than such a tower in the distance 
as Strasburg, or, indeed, than any arcliitoctiiral combi- 
nation of verticals. Peterborough is a beautiful instance 
,.f such an adaptation. It is always, then, to be remem 

berod that rc[)etitiiin is not assimilation. 

5tlily. AVhen any attribute is iieeessarily beautiful, 
tl.at is, beautiful in every jilace and circumstance, wo 
need l.ardly say tl.at the contrast consisting in its absence 
is painful. It is only when beauty is local or accidcnta 

that opposition may be emifloyed. 

ctbly. Tlie e&jc of all contrasts, so to spealc, sbonlcl 

l,e as soft as is consistent with decisive effect. We mean, 
that a gradual change is better tl.an instantaneous 
transfiguration ; for, tl.o.igli always less effective, i • i 
more agreeable. But this must be left very much to the 

judgment. 
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7thly. "We must be very careful in asceitaining 
whether any given contrast is obtained by freedom from 
external, or absence of internal, energy, for it is often 
a difficult point to decide. Thus, the peace of the Alpine 
valley might, at first, seem to be a conti-ast caused by 
the want of the character of strength and sublimity 
manifested in the hills; but it is really caused by the 
freedom from the general and external influence of vio- 
lence and desolation. 

These, then, are principles ajjplicable to all arts, with- 
out a single exception, and of particular importance in 
painting and architecture. It will sometimes be found 
that one rule comes in the way of another; in whicli 
case, the most important is, of coiu'se, to be obeved ; but, 
m general, they will afford us an easy means of arriving 
at certain results, when, before, our conjectures must 
Iiavo been vague and unsatisfactory. AV^c may now 
proceed to determine tlie most proper fom for tlie 
mountain villa of England. 

We must first observe the prevailing lines of the near 
hills: if they are vertical, there will most assuredly be 
monotony, for the vertical lines of ci-agarc never grouped, 
and accordingly, by our fourtli rule, the prevailing lines 
of our edifice must be horizontal. In Fig. 44, which is 
a village half-way up the Lake of Thun, tlie tendency of 
the hills IS vertical; this tendency is repeated by the 
buildings, and the composition becomes tlioroughly bad: 
but, at. p. 92, Fig. 27, we have the same verdcal ten- 
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Itrevailiuj; lines of tlie near hills be curved (and rhey 
■will be either curved or vertical), we must not interrupt 

their character, for the cner-y is then pervading, not in- 
dividual; and, therefore, onr edifice must be rcctangu ar 
In both cases, therefore, the grand outhne of the villa ii 
the same; but in the one we have it set off by contrast, 
in 'the other by assimilation; and we must work out ir 
the architecture of each edifice the i»rinciplc on whief. 
we have begun. Commencing witli that in which we 
are to work by contrast; the vertical crags must be the 



THE POETRY OP ARCniTECTUBE. 


213 


result of violence, and tlie inflnence of destruction, of 
distortion, of torture, to speak strongly, must be evident 
in their every line. We free the building from this in- 
fluence, and give it repose, gracefulness, and ease ; and 
we have a contrast of feeling as well as of line, by wliich 
the desirable attributes are rendered evident in both 
objects, wlnle the duration of neither energy being 
allowed, there can be no disagreeable effect upon the 
spectator, who will not shrink fi-om tlie terror of the 
crags, nor fe/*! a want of excitement in the gentleness of 
the building. 

o 

2dly. Solitude is powerful and evident in its effect on 
the distant hills, therefore, tlie effect of the villa should bo 
joyous and life-like (not flippant, however, but serene) ; 
and, by rendering it so, we shall enhance the sublimity of 
the distance, as we showed in speaking of the Westmore- 
land cottage ; and, therefore, w'e may introduce a number 
of windows with good effect, provided that they are kept 
ill horizontal lines, and do not disturb the repose which wo 
have sho^vn to bo necessary. 

These three points of conti-ast will be quite enough : 
there is no other external influence from which we can 
free the building, and the pervading energy must be com- 
municated to it, or it will not harmonize with our feelings ; 
therefore, before proceeding, we had better determine h'ow 
this contrast is to he cai-ried out in detail. Our lines are 
to be horizontal ; then the roof must be as flat as possible. 
We need not think of snow, because, however much we 
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may slope the roof, it Yrill not slip off from the material 
which, here, is the only proper one ; and the roof of the 
cottage is always very flat, which it would not be if tliere 
were any inconvenience attending such a form. But, for 
the sake of the second contrast, we are to have graceful- 
ness and ease, as well as horizontality. Then we must 
break the line of the roof into different elevations, yet not 
making the difference great, or we shall have visible verti- 
cals. And this must not be done at random. Take a flat 
line of beauty, a c?, Fig. 45, for the length of the edifice. 


Fig. 45. 



Strike a i horizontally from a,cd from <// let fall the 
verticals ; make c/eqiial m «, the maximum ; and draw 
h f The curve should be so far continued as that A./ 
shall be to u as e to <z J. Then we a.-e sure of a l.eau- 
tifully proportioned form. Much variety may e m r^ 
duced by using different curves ; joining paraboles wit 
cycloids, &c. : but the use of curves is always the bes mo e 
of obtaining good forms. Further ease may he obta,^ 
by added combinations. For instance, strike another 
cLe (a ? A) through the flat line » J ; bisect the max. 
mum vp, draw the horizontal r *, (observing to make th 
lar-est maximum of tliis curve towards tlie smallest maxi- 



THE POETBY OF ARCHITECTUBB. 


215 


nmm of the great curve, to restore the balance), join r q, 
e Ify and we have another modification of the samo beautiful 
form. This may be done in either side of the building, 
but not in both. Then, if the flat roof be still found 
monotonous, it may be Interrupted by garret windows, 
which must not be gabled, but turned with the curve a 
whatever that may be. This will give instant humility to 
the building, and take away any vestiges of Italian charac- 
ter which might hang about it, and which would be wholly 
out of place. The windows may have tolerably broad 
architi-aves, but no cornices ; an ornament both haughty 
and classical in its effect, and, on both accounts, improper 
here. They should be in level lines, but grouped at 
unequal distances, or they will have a formal and artificial 
air, unsuited to the irregularity and freedom around them. 
Some few of them may be arched, however, with the curve 
a b, the mingling of the curve and the square being very 
graceful. There should not be more than two tiers and 
the gan ets, or the building will be too high. 

So much for the genei-al outline of the villa, in which 
we are to work by contrast. Let us pass over to that in 
which we are to work by assimilation, before speaking of 
tlie material and color which should be commou to botli. 

The grand outline must be designed on exactly the same 
principles ; for the curvilinear proportions, which were 
opposition before, will now be assimilation. Of course, we 
do not mean to say tliat every villa in a hill country should 
have the form abed; we should bo tired tc death if they 
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had : but we bring forward that form, as an example of 
the agreeable result of the principles on which we should 
always work, but whose result should be the same in no 
two cases. A modification of that form, however, wil 
ii'equently be found useful ; for, under the depression hf^ 
we may have a hall of entrance and of exercise, which is 
a requisite of extreme importance in hill districts, where 
it rains three houra out of four all the year round ; and 
ander u we may have the kitchen, servants* rooms, and 
coach-house, leaving the large division quiet and comfort- 
able. 

Then, as in the curved country there is no such distor- 
tion as that before noticed, no such evidence of violent 
agency, we need not be so careful about the appearance of 
perfect peace, we may be a little more dignified and a 
little more classical. The windows may be symmetrically 
arranged ; and, if there be a blue and imdulating distance, 
the upper tier may even have cornices ; narrower archi- 
traves are to be used ; the garrets may be taken from the 
I'oof, and their inmates may be accommodated in the other 
side of the house ; but we must take care, in doing this, 
not to become Greek. T-iie material, as we shall see pres- 
ently, will assist us in keeping unclassical ; and not a 
vestige of column or capital must appear in any part of 
the edifice. All should be pure, but all should be Eng- 
lish ; and there should be here, as elsewhere, much of the 
utilitarian about the whole, suited to the cultivated coun- 
try in which it is placed. 
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It will never do to be speculative or imaginative in oni 
details, on the suppc^ition that the tendency of fine seen* 
ery is to make everybody imaginative and enthusiastic. 
Enthusiasm has no business wdth Turkey carpets or easy 
chaii-s; and the very prepai'ation of comfort for the body, 
which the existence of the villa supposes, is inconsistent 
with the supposition of any excitement of mind : and this 
is another reason for keeping the domestic building in 
richly productive country. Nature has set aside her sub- 
lime bits for us to feel and tliink in ; she has pointed out 
her productive bits for us to sleep and cat in; and, if wo 
sleep and eat amongst the sublimity, we are brutal ; if wo 
poetise amongst the cultivation, we are absurd. There 
are the time and place for each state of existence, and we 
should not jumble tliat which Nature has separated. She 
has addressed herself, in one part, wholly to the mind, 
there is nothing for us to eat but bilberries, notliing to 
rest upon but rock, and we have no business to concoct 
pic-iiics, and bring cheese, and ale, and sandwiches, in 
baskets, to gratify our beastly natures, where Nature 
never intended us to eat (if she had, we needn’t have 
brought tlie baskets). In the other part, she has provided 
for our necessities; and we are very absurd, if we make 
oui-selves fantastic, instead of comfortable. Therefore, 
all that we ought to do in tlie hill villa is, to adapt it for 
the habitation of a man of the highest faculties of porcep- 
ti^n and feeling ; but only for the habitation of liis hours 
of common sense, not of enthusiasm ; it must be his dwel- 
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ling as a man, not as a spirit ; as a thing liable to decay 
not as an eternal energy ; as a perishable, not as an 
immortal. 

Keeping, then, in view these distinctions of form be* 
tween the two villas, the remaining considerations relate 
equally to both. 

We have several times alluded to tlie extreme richness 
and variety of hill foregrounds, as an internal energy to 
which there must be no contrast. Rawness of colour is to 
be especially avoided, but so, also, is poverty of effect. It 
will, therefore, add much to the beauty of the building, if, 
in any consi)icuous and harsh angle or shadowy moulding, 
w'e introduce a wreath of carved leaf-work, in stone, oi 
coui-sc. This sounds startling and expensive; butwearo 
not thinking of expense : what ought to be, not what can 
be afforded, is the question. Besides, when all expense in 
shamming castles, building pinnacles, and all other fantas- 
ticisms, has been shown to be injurious, that which other- 
wise would have been wasted in plaster battlements, to do 
harm, may surely be devoted to stone leafage, to do good. 
N(nv, if there be too much, or too conspicuous, oniament, 
it will destroy simplicity and humility, and everything 
which we have been endeavouring to get ; therefore, the 
architect must be careful, and had better have immediate 
recoui-se to that natural beauty with which he is now en- 
deavouring to assimilate. When Nature determines on 
decorating a piece of projecting rock, she begins witli the 
bold projecting surface, to which the eye is natnraUy 
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drawn by its form, and (observe how closely she works by 
the principles which were before investigated) she fiiiishca 
this with lichens, and mingled colours, to a degree of deli- 
cacy, which makes us feel that we never can look close 
enough; but slie puts in not a single mass of form to at 
tract the eye, more than the grand outline renders neces- 
sary. But, where the rock joins the ground, where tlie 
shadow falls, and the eye is not attracted, she puts in bold 
forms of ornament, large leaves and grass, bundles of 
moss and heather, strong in their projection, and deep in 
their colour. Therefore, the architect must act on precise- 
ly the same principle : his outw'ard surfaces he may leave 
the wind and weather to finish in their own way ; but he 
cannot allow Nature to put grass and weeds into tlie shad- 
ows; ergo^ he must do it himself ; and, whenever the eye 
loses itself in shade, wherever there is a dark and sharp 
comer, there, if he can, he should intix)duce a wreath of 
flower-work. The carving will be preserved from the 
weather by this very propriety of situation ; it would have 
mouldered away, had it been exposed to the full drift of 
the rain, but will remain safe in the crevices where it is i*e- 
quired ; and, also, it will not injure the general effect, but 
will lie concealed until we approach, and then rise up, us 
it were, out of the darkness, to its duty ; bestowing on the 
dwolungs that finish of effect which is manifested around 
them, and gratifying the natural requirement of the mind 
for the same richness in the execution of the designs of 
men, which it has found on a near approach lavished sc 
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abundantly, in a distant view subdued so beautifully intc 
tlie large effects of tlie designs of nature. 

Of the ornament itself, it is to be observed that it is not 
to be wliat is properly called architectural decoration 
(that which is “ decorous,” becoming, or suitable to) ; 
namely, the combination of minor forms, which repeat 
the lines, and partake of the essence of the grand design, 
and carryout its meaning and life into its every member: 
but it is to be true sculpture ; the presenting of a pure 
ideality of form to the eye, which may give perfect con- 
ception, without the assistance of colour: it is to be tlie 
stone image of vegetation, not botanically accurate, 
indeed, but sufficiently near to permit ns to be sure of tlic 
intended flower (»r leaf. Not a single line of any otlier 
kind of ornament slionld be admitted, and there should be 


more leafage than flower-work, as it is the more easy in 
its flow and outline. Deep relief need not be attempted, 
but the edges of the leafage should be clearly and deli- 
cately defined. The cabbage, the vine, and the ivy arc 
the best and most beautiful leaves : oak is a little too stiff, 


otlierwise good. Particular attention ought to be paid to 
the ease of the stems and tendrils: such care will always 
be repaid. And it is to be especially observed, that tlie 
carving is not to be arranged in garlands or knots, or any 
other formalities, as in Gotliic work ; but the stalks are tc 
rise out of the stone, as if they were rooted in it, and to 
fiino- tliemselves down where tliey are wanted, disai)pear. 
ing'^again in liglit sprays, as if they were still growing 
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All this will require care iu designing; but, as we ha^•e 
said before, we can always do without decoration ; but, if 
we have it, it muHt be well done. It is not of the slightest 
use to economise; every farthing improperly saved does a 
sliilling’s worth of damage ; and that is getting a bargain 
the wrong way. When one branch or group balances 
another, they must be di0erent in composition. The same 
group may be introduced several times in different parts, 
but not when there is corresjx)ndence, or the effect will bo 
unnatural ; and it can hardly be too often rej>eated, tliat 
tlie ornament must be kept out of the geneml effect, must 
be invisible to all but the near observer, and, even to him, 
must not become a necessary part of the design, but must 
be sparingly and cautiously applied, so as to appear to 
have been thrown in by chance here and there, as Naturo 
would have thrown in a bunch of herbajre, affordin*** 
adornment without concealment, and relief without inter- 
ruption. 

So much for form. The question of colour has already 
been discussed at some length, in speaking of the cottage ; 
but it is to be noticed, tliat the villa, from the nature of its 
situation, gets the higher hills back into a distance which 
is three or four times more blue than any piece of scenery 
entering into combination with the cottage ; so that more 
warmth of colour is allowable in the building, ns well as 
greater cheerfulness of effect. It should not look like 
stone, as the cottage should, hut should tell as a build in« 
on the mind as well as the eye. White, therefore, is fre* 
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queiitly allowable in small quantities, particularly on the 
border of a large and softly shored lake, like Windermere 
and the foot of Loch Lomond ; but cream-colour, and 
putty-colour, aiid the other varieties of plaster colour, are 
inexcusable. If more warmth is required by the situation 
than the sun will give on white, the building should be 
darkened at once. A warm, rich grey is always beautiful 
in any place and under every circumstance ; and, in fact, 
unless the proprietor likes to be kept damp like a travelling 
codfish, by trees about his house and close to it (which, if 
it be white, he must have, to prevent glare), such a grey is 


the only colour which will be beautiful, or even iunoceut. 
The difficulty is to obtain it ; and this naturally leads to 
the question of material. If the colour is to bo white, we 
can have no ornament, for the shadows would make it far 
too conspicuous, and we should get only tawdriiiess. The 
simple forms may be executed in anything that will stand 
wet; and the roofs, in all cases, should be of the coai-se 
slate of the country, as rudely put on as possible. They 


aust be kept clear of moss and conspicuous vegetation, or 
here will be an improper appearance of decay; but the 
nore lichenous the better, and the rougher the slate the 


sooner it is coloured. If the colour is to be grey, wo may 
use the grey primitive limestone, which is not ragged on 
the edges, without preparing the blocks too smoothly ; or 
the more compact and pale-colonrcd slate, which is fre- 
quently done in Westmoreland ; and execute the orna- 
ments in any very coarse dark mai bic. Greenstone is an 
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excellent rock, and has a fine surface, but it is uninanage* 
able. The greyer granites may often be used with good 
effect, us well as the coai’se porphyries, wlieii the grey is 
‘to be particularly warm. An outward surface of a loos© 
block may be often turned to good account in turning an 
angle, as the coloui’s which it has contracted by its natural 
exposure will remain on it without inducing damp. It is 
always to be remembered, that he who prefera neatness to 
beauty, and who would have sharp angles, and clean sur- 
faces, in preference to curved outlines and lichenous 
colour, has no business to live among hills. 

Such, then, are the i>rincipal points to be kept in view 
in tlie edifice itself. Of the inode of uniting it witli the 
near features of foliage and ground, it would be utterly 
useless to speak : it is a question of infinite variety, and 
involving the whole theory of composition, so that it 
would take up volumes to develope principles sufiicient to 
guide US to the result which the feeling of tlie practised 
eye would arrive at iu a moment. The inequalities of the 
ground, tlic character and colour of those inequalities, the 
nature of tlie air, the exposure, and the consequent fall of 
the light, the quantity and form of near and distant 
foliage, all have their effect on tlio design, and should 
have their influence on the designer, inducing, as tliey dc, 
a perfect change of circumstance in every locality. Only 
one general rule can be given, and that we repeat. The 
house must mot be a noun substantive, it must not stand 
by itself, it must be part and parcel of a proportioned 
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whole : it must not even be seen all at once ; and he who 
sees one end should feel that, from the given data, he can 
arrive at no conclusion respecting the other, yet be im- 
pressed with a feeling of a universal energy, pervading 
with its beauty of unanimity all life and all inanimation, 
all forms of stillness or motion, all presence of silence or 

of sound. 

Thus, then, we have reviewed the most interesting ex- 
amples of existing villa architecture, and we have ap- 
plied the principles derived from those examples to the 
landscape of our own country. Throughout, we have 
endeavoured to direct attention to the spirit, rather than 
to the letter, of all law, and to exhibit the beauty of that 
principle which is embodied in the line with which we 
have headed this concluding paper ; of being sabsfie 
with national and natural forms, and not endeavouring to 
introduee the imaginations, or imitate the customs, o 
foreign nations, or of former times. All imitation iM i 
origin in vanity, and vanity is the bane of arc utec uro. 
And, as we take leave of them, we would, once tor a^ 
remind our English sons of Sempronius ‘ qui vite 

attollunt marmore novas,” tmtats in 

word, and who are setting all English feeling and a^^ 
natm-al principles at defiance, that it is only the lourj^ 
,enm,.mrru who will wear his 

down, “ pareeque toutes les peiaoiines de quahbS portent 

deni’s en en-bas.’* 

Orfard, October^ 1838. 
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WORKS OF ART. 

Whether Worlce of Art inay^ with Propinity^ he corrit 
hined with the Svhliinity of Nature ^ and what 
would he the most appropriate Situation for the pro- 
posed Monument to the Meniomj of Sir Walter Scott, 
in Ediixburyhf By Kata Piiusin. 

The question which has been brought before the readers 
of the Architectural Magazine by W. is one of peculiar 
and excessive interest ; one in winch no individual has any 
right to advance an opinion, properly so called, the mere 
result of his own private habits of feeling; but which 
should be subjected, as far as possible, to a fixed and un> 
doubted criterion, deduced fi-om demonstrable principles 
and indisputable laws. Therefore, as we have been re- 
ferred to, we shall endeavour, in as short a space as pos- 
sible, to bring to bear upon tlie question those principles 
whose truth is either distinctly denionsti*able, or generally 
allowed. 

The question resolves into two branches. Fii-st, whether 
works of art may with propriety, be combined with the 
sublimity of nature. This is a point which is discussable 
by every one. And, secondly, what will be the most ap- 
propriate locality for the monument to Scott at Edinburgh. 

this we think may be assumed to be a question 
interesting to, and discussable by, one-third of tlio educ^ 
ted population of Great Britain : as that proportion is, in 
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all probability, acquainted with the ups and downs of 
“Auld Keekie.” 


For the first branch of the question, we have to confess 
oui'selves altogether unable to conjecture what the cdit»>r of 
tlie Courant means by the phrase “ works of art ” in the 
paragraph at page 500. Its full signification embraces all 
the larger creations of the architect, but it cannot be 
meant to convey such a meaning here, or the proposition 
is purer nonsense than we ever encountered in print, "iet, 
in the very next sentence, our editor calls Nelson’s Pillar 
a work of art, which is certainly a very original idea of 
his ; one wliich might give rise to curious conjectures rela- 
tive to the acceptation of the word “ art ” in Scotland, 
whicli hero would seem to be a condensed expression for 
“ kart de se faire ridicule.” However, as far as we can 


judee from the general force of the paragraph, he seems 
to mean only those works of art which are intended to 
convey a certain lesson, or impression, to the mind, no 
impression can only be consequent upon the full examina- 
tion of their details, and which is therefore always wantr 
inc when they are contemplated from a distance; so timt 
they become meaningless in a piece of genera c ec 
All monuments come under this class of works of art, 
and to them alone, as being in the present case the clnct 
Obiccts of investigation, our remark s shall be confinc ^^ 


of the picturesque. 
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Monomente are referable to two distinct classes: those 
which are intended to recall the memory of life, properly 
called monuments ; and those which are intended to in- 
duce venemtiou of death, properly called shrines or 
sepulchres. To the first we intrust the glory, to the second > 
the ashes, of the dead. The monument and the shrine are 
sometimes combined, but almost invariably, with bad 
effect ; for tlie very simple reason, tliat the honour of tlie 
monument rejoices ; the honour of the sepulchre mom-ns. 
Wlieii tlie two feelings come together, they neutralise each 
other, and, therefore, should neither be expressed. Their 
unity, however, is, when thus unexpressed, exquisitely 
beautiful. In the floor of the church of St. Jean and 
Paul at Venice, there is a flat square slab of marble, on 
which is the word “ Titianus.” This is at once the monu- 
ment and the shrine ; and the pilgrims of all nations who 
pass by feel that both are efiicient, when their hearts burn 
within them as they turn to avoid treading on the stone. 

But, whenever art is introduced in either the sliripe or 
the monument, they should be left sepamte. For, again, 
the place of his repose is often selected by the individual 
himself, or by those who loved him, under the influence 
of feelings altogether unconnected with the i*ushing glory 
of his past existence. The grave must always have a 
home feeling about its peace; it should have little con- 
nexion with the various turbulence which has passed by 
for ever ; it should be the dwelling-place and the bonme 
of the affections, rather than of the intellect, of the Uv 
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ing ; for the thoaght and the reason cannot cling to the 
dust, though the weak presence of involuntary passion 
fold its wings forever where its object went down intc 
darkness. That presence is always to a certain degree 
irieaninglcss ; that is, it is a mere clinging of the human 
soul to the wrecks of its delight, without an)' definite in- 
dication of purpose or reflection: or, if the lingering 
near the ashes be an act ennobled by the higher thoughts 
of religion, those thoughts arc coniinon to all inournei'S. 
Claimed by all the dead, they need not be expressed, for 
they arc not exclusively our own ; and, therefore, we find 
that these affections most commonly manifest themselves 
merely by lavishing decoration upon the i)iecc of archi- 
tecture; wliich protects the grave from profanation and 
the scpniclire assumes a general form of beauty, in whose 
rich decoration we j)erceive veneration for the dead, but 
nothing more, no variety of expression or feeling. Priest 
and layman lie with their lifted hands in semblance of the 
same repose ; and the gorgeous canopies above, while the} 
address the universal feelings, tell no tale to tlie intellect. 
But the case is different with the monument; there we 
are addressing tlie intellectual powei*s, the memory and 
imagination; everything slionld have a peculiar forcible 
meaning, and architecture alone is thoroughly insipid, 
oven in combination often absurd. The situation of the 
memorial has now become part and parcel of its expressive 
jiower, and we can no longer allow it to be determined 
by the affections: it must be judged of by a higher and 
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more certain criterion. That criterion we shall endeavour 
to arrive at, ohscrviu^y en jyassant, that the proceeding of 
the committee, in requiring architects to furnish them 
with a design without knowing the situation, is about as 
reasonable as requiring them to determine two unknown 
quantities from one equation. If they want the ‘‘ ready 
made ” style, they had better go to the fii-st stonemason’s, 
and select a superfine marble slab, with “Affliction sore 
long time he bore. Physicians was in vain,” Ac., ready cut 
thereon. We could hardly have imagined tliat any body 
of men could have possessed so extraordinarily minute a 
sum total of sense. 

But to the point. The effect of all works of art is two- 
fold ; on the mind and on the eye. Fii-st, we have to 
determine how the situation is to be chosen, with relation 
to the effect on the mind. The respect which we enter- 
tain for any individual depends in a greater degree upon 
our sympathy with the pervading energy of his character, 
than upon our admiration of the mode in which that 
energy manifests itself. That is, the fixed degree of in- 
tellectual power being granted, the degree of respect 
which we pay to its particular manifestation depends 
upon our sympathy with the cause which directed that 
manifestation. Thus, every one will grant that it is a 
noble thing to win successive battles; yet no one ever 
admired Napoleon, who was not ambitious. So, again, 
'the more we love our country, the more we adraii-e 
Leonidas. This, which is our natural and involuntar) 
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mode of estimating excellence, is partly just and partly 
unjust. It is just, because wc look to the motive rathe! 
than to the action; it is imjust, because we admire only 
those motives from which we feel that we ourselves act, 
or desire to act: yet, just or unjust, it is the mode which 
we always employ ; and, therefore, when we wish to ex- 
cite admiration of any given character, it is not enough to 


point to his actions or his writings, we must indicate as 
far as possible the nature of the ruling spirit which in- 
duced the deed, or ]>ervaded the meditation. Now, this 
can never be done directly; neither inscription nor alle- 
gory is suflicicnt to inform the feelings of that which 
would most affect them ; the latter, indeed, is a dangerous 
. and doubtful expedient in all eases: hut it can frequently 


he done indirectly, hy pointing to the great fii-st cause, to 
the nursing mother, so to speak, of the ruling spirit whoso 
presence we would indicate; and by directing the atten- 
tion of the spectator tc; those objects which were its guides 
and moditiei's, which became to it tlie objects of one or 
both of tlie nnivci-sal and only moving inlluences of life, 
hoi-c or love; whicli excited and fostered within it that 
feeling which is the essence and glory of all noble minds, 
indefinable except in the words of one who felt it above 


many. 


“ The desire of the moth for the star, 
Of the night for the morrow; 

The devotion to soroothing afar 
From the Bi)hero of our eorrow.” 


Now, it is almost always in the power of the monument 
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to iudicate this first cause by its situation ; for that causf 
ravist have been something in human, or in inanimate, na- 
ture.* We can therefore always select a spot where that 
part of human or inanimate nature is most peculiarly 
manifested, and we should always do this in preference 
to selecting any scenes of celebrated passages in the iiuU- 
vidiial’s life ; for those scenes are in themselves the best 
monuments, and are injured by every addition. Let us 
observe a few examples. The monument to the Swiss 
who fell at Paris, defending the king, in 1790, is not in 
the halls of the Tuileries, which they fortified with their 
bodies; but it is in the very heart of the land in which 
their faithfulness Wixs tanglit and cherished, and whose 
children they best approved themselves in death: it is ent 
out ill their native crags, in the midst of their heUned 
mountains; the pure streams whose echo sounded in their 
eai^s for ever flow and slumber beside and beneath it ; the 
glance of the purple glacicis, the liglit of the moving 
lakes, the folds of the crimson clouds, encompass, wltli 
the glory which was the nui'se of their young spirits, and 
which gleamed in the darkness of their dying eyes, the 
shadowy and silent monument which is at once the eiii' 
blcm of their fidelity and the memorial of what it cost 
them. 

Again, the chief monument to Napoleon is mt on tlio 


• If in divine nature, it is not a distinctive cause ; it occasioned not 
the peculiarity of the individual’s character, but an a)'proximation tc 
that general character whose attainment is perfection. 
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orest of the Pennine Alps, nor by the tower of San Ju 
liano, nor on the heights above which the sun rose on 
Austerlitz ; for in all these places it must have been 
alone: but it is in the centre of the city of his dominion; 
in the midst of men^ in the motion of multitudes, wherein 
the various and turbulent motives which guided liis life 
are still working and moving and struggling through the 
mass of Immanity ; he stands central to the restless king- 
dom and capital, looking down upon tlie nucleus of feel- 
ing and energy, upon the focus of all light, within the 
vast dependent dominion. 

So, again, the tomb of Shelley, which, as I think, is Ins 
only material monument, is in tlie “ slope of green access ” 
whose inhabitants “have pitched in heaven’s smile tlieir 
camp of deatli,” and which is in the very centre of tlie 
natural liglit and loveliness which were his inspiration and 
his life; and he who stands beside the grey pyramid m 
the midst of the grave, the city, and the wilderness, looking 
abroad upon the unimaginable immeasurable glory of the 
heaven and the earth, can alone underatand or appreciate 
the power and the beauty of that mind which here dwelt 
and hence departed. We have not space to show how the 
same principle is developed in the noble shrines of t e 
Scaligcrs at Verona; in the colossal statue of San Carlo 
Porromco, above tlie Lago Maggiore ; and in the lonely 
tomb beside the mountain ehureh of Arqua* : but we 

* We wish we could remember some instance of equal 
Britain, but we shrink from the task of investigation: for there 
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tliiiik enough has been said to show what wc mean. Now, 
from this principle we deduce the grand primary rule*, 
wlienever the conduct or the writings of any iiidividwal 
have been directed or inspired by feelings regarding man, 
let his monument be among men ; whenever they have 
been directed or inspired by nature, let nature be intrusted 
with the monument. 

Again, all monuments to individuals arc, to a certain 
extent, triumphant ; therefore, they must not be placed 
where nature has no elevation of character, except in 
a few rare cases. For instance, a monument to Isaac 
Walton would be best placed in a low green meadow, 
within sight of some secluded and humble village ; 4mt, 
in general, elevation of character is required. Hence it 
appeal's, that, as far as the feeling of the thing is con- 
cerned, works of art should be often combined with the 
hold and beautiful scenery of nature. Where, for in- 
stance, we would ask of the editor of the Courant^ would 
he place a monument to Virgil or to Salvator Kosa. Wc 
think his answer would he very inconsistent witli his 
general proposition. There arc, indeed, a few circum- 


up before oui imagination a monotonous multitude of immortal gentle- 
men, in nigbtsbirts and bare feet, looking violently ferocious ; with 
corresponding young ladies, looking as if they did not exactly know 
what to do with themselves, occupied in pushing laurel crowns as 
ftir down as they will go on the i>ericranin of the aforesaid gentle- 
men in nightshirts ; and other young ladies expressing their perfect 
satisfaction at the whole proceeding by blowing penny trumpete in 
the rear. 
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Btances, by which argument on the other side might be 
supported. For instance, in contemplating any memorial, 
we are apt to feel as if * it were weak and inefficient, 
uiilL-ss we have a sense of its publicity ; but this want is 
amply counterbalanced by a corresponding advantage: 
the public monument is pei’petually desecrated by the 
familiarity of unfeeling spectatoi-s, and palls gradually 
upon the minds even of those who revere it, becoming 
less impressive with the repetition of its appeals ; the 
secluded monument is unprofaned by careless contempla- 
tion, is sought out by those for whom alone it was erected, 
and found where the mind is best prepared to listen to its 

language. 

So much for the effect of monuments on the mind. "VVe 
have next to determine their effect on the eye, which the 
editor is chiefly thinking of when he speaks of the “finish of 
art.” lie is right so far, tliat graceful art will not unite with 
ungraceful nature, nor finished art with unfinished nature, 
if such a thing exists ; but, if the diameter of the art be 
well suited to that of the given scene, the highest richness 
and finish that man can bestow will harmonise most beauti- 
fully with tlio yet more abundant richness, the yet more 
exquisite finish, which nature can present. It is to be 
observed, however, that, in such combination, the art is 
not to be a perfect whole ; it is to be assisted by, as it is 
associated with, concomitant circumstances: for, m a 
cases of effect, that wliich docs not increase destroys, and 
tliat which is not useful is intrusive. Now, all allogoiy 
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most be perfect in itself, or it is absurd; therefore, 
allegory cannot be combined with nature. This is one 
important and imperative rule.* Again, Nature is nevei 
mechanical in her arrangements; she never allows two 
membci'S of a composition exactly to correspond : accord- 
ingly, in every piece of art which is to combine, without 
gradations, with landscape (as must always bo the case in 
monuments), we must not allow a ranititudo of similar 
members ; tlio design must bo a dignified and simple 
whole. These two rules being observed, there is hardly 
any limit to the variety and beauty of effect which may bo 
attained by the fit combination of art and nature. For 
instance, we have spoken already of the monument to the 
Swiss, as it affects the mind ; we may again adduce it, as 
a fine address to tlie eye. A tall crag of grey limestone 
rises in a hollow, behind the town of Lucerne ; it is 
BuiTounded with thick foliage of various and beautiful 
colour ; a small stream falls gleaming through one of its 
fissures, and finds its way into a deep, clear, and quiet 
pool at its base, an everlasting mirror of the bit of bright 
sky above, that lightens between the dark spires of the 


* It ia to be observed, however, that, if the etUTOunding futures 
coxild be made a part of the all^ory, their combinatioa might be 
proper ; but this ia impossible, if the aUegorioal images bo 
imaginationa, for we cannot make truth a part of fiction : but, whero 
tUo aUegoricol images ore ropresentotiona of truth, bearing a hidden 
siguification, it is sometimes possible to mako nature a part of tho 
allegory, and thou wo have good effect, as in the cose of thd 
Lucerne Lion above mentioned. 
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uppermost pines. There is a deep and shadowy hollow 
at tlio base of the cliff, increased by the chisel of the 
sculpt T ; and in tlie darkness of its shade, cut in the 
living rock, lies a dying lion, with its foot on a shield 
bcariii" the fleur-dc-lis, and a broken lance in its side. 
Now, let \is imagine the same figure, placed as the editor 
of tlie Coura-nt would place it, in the market-place of the 
town, on a sqiiare pedestal just allowing room for its tail. 
Querv, liave wc not lost a little of the expression? We 
could multiply instances of the same kind witJiout num- 
ber. The fountains of Italy, for instance, often break out 
among foliage and rock, in the most exquisite combina- 
tions, bearing upon their fonts lovely vestiges of ancient 
sculpture ; and the rich road-side crosses and shrines of 
Germany have also noble effect : but, we think, enough 
has been said, to show that the utmost finish of art is not 
inappropriate among the nobler scenes of nature, espe(!ially 
wlierc peiisiveness is mixed with the pride of the monu 
ment, its beauty is altogether lost by its being placed in 

the noise and tumult of a city. 

But it must be allowed, that, however beautiful the 

combination may be, when well managed, it requires far 
more taste and skill on the part of the designer, than the 
mere association of architecture, and therefore, from the 
want of such taste and skill, there is a far greater chance 
of our being offended by impropriety in the detached 
monument, than in that which is surrounded by architec 
tm-al forms. And it is also to be observed, that monu 
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mcuts which are to form part of the sublimity as well as 
tlie beauty of a landscape, and to unite in gcnci al and 
large effects, require a strength of expression, a nobility of 
outline, and a simplicity of design, which veiy few archi 
tects or sculptors are capable of giving ; and that, there- 
fore, in such situations they are nine times out of ten 
injurious, not because thcio is anything necessarily impro- 
per in their position, but because there ismucli incongruity 
with tlie particular design. 

So much for gcnei*al i>rinciples. Now for the particular 
case. Edinburgh, at the first glance, appears to be a city 
presenting an infinite variety of aspect and association, and 
embarrassing rather by rivalry, than by paucity of advan- 
tage : but, on closer consideration, every spot of tlie city 
and its environs appeare to be affected by some degrading 
influence, which neutralizes every effect of actual or his- 
torical interest, and renders the investigation of the proper 
site f<u- the inomiment in cpiestion about as difliculta prob- 
lem as could well bo proposed. Edinburgh is almost the 
only city we remember, which presents not a single point 
ill which there is not something striking and even sublime ; 
it is also the only city which presents not a single point in 
which thei'c is not soinethiiig degrading and disgusting. 
Throughout its whole extent, whei-ever there is life thero 
is filth, wherever there is cleanliness there is desolation. 
The new town is haudsoine from its command of tlie sea ; 
but It 16 as stupid as Pompeii witliout its reminisccucos. 
The old town is delicious in life and architecture and asso- 
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c'iatmn, but it is ono great open common sewer. Tliorocki 
of the castle are noble in themselves, but they guide the 
eye to barracks at the top and caulillowere at the bottom ; 
the Calton, though commanding a glorious group of city, 
mountain, and ocean, is suspended over the very jaws of 
jierpctually active chimneys ; and even Arthui-^s seat, 
though fine in form, and clean, which is saying agood deal, 
is a mere heap of black cinders, Yesuvius -without its 
vigour or its vines. Nevertheless, as the monument is to 
bo at Edinburgh, we must do the best we can. The first 
question is. Are we to have it in the city or the country ? 
and, to decide this, we must determine which was Scott’s 
ruling spirit, the love of nature or of man. 

His descriptive pieces are universally allowed to be lively 
and charactcristie, but not fii*st rate ; they have been far 
excelled by many writem, for the simple reason, that Scott, 
while he brings liis landscape clearly before liis reader’s 
eyes, puts no soul into it, when he has done so ; while 
other poets give a meaning and a humanity to every pai-t 
of nature, which is to its loveliness what the breathing 
spirit is to the Imman countenance. Wo have not space 
for quotations, but any one may understand o\ir meaning, 
who will compare Scott’s description of the Dell of the Greta, 
in RoTcehy^ with the speech of Beatrice, beginning ^ 

remember, two miles on this side of the fort,” in Act lii. 
Scene 1 of the Cetud / or who will take the trouble to 
compare carefuUy any piece he chooses of Scott’s proudest 
description, with bits relating to similar scenery in Col& 
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ridge, or Shelley, or Byron (though the latter is not so fii-st 
rate in description as in passion). Now, in his descriptious 
r)f Eoine kinds of human nature, Scott has never been sur- 
passed, and tliereforc it might at first appear that his 
influence of inspiration was in man. Not so; for, when 
such is the case, nationality has little power over the 
author, and he can usurp as he chooses the feelings of tho 
inhabitants of ever^’ point of earth. Observe, for instance, 
l»ow Shakespeare becomes a Venetian, or a Roman, or a 
Gieek, or an Egyptian, and with equal facility. Not so 
Scott; his peculiar spirit was that of hie native laud; 
therefore, it related not to the whole essence of man, but 
to that part of liis essence dependent on locality, and there- 
fore, on nature.* The inspiration of Scott, therefore, was 
derived from nature, and fed by mankind. Accordingly, 
his monument must be amidst natural scenery, yet witliin 
sight of the works and life of men. 

This point being settled eaves us a great deal of trouble, 
for we must go out towards Arthur’s Seat, to get anything 
of country near Edinburgli, and thus our speculations ai o 
considerably limited at once. The site recommended by 
AV. natui-ally occui'S as conspicuous, but it lias many dis- 
advantages. In tlie fii-st place, it is vain to hope that any 
new erection could exist, without utterly destroying tlie 
effect of the ruins. These are only beautiful fi*om°their 

* Observe, the ruling spirit may arise out of nature, and yet not 
iMib the conception to a national chaiactor ; but it never so limiU 
the conception, unless it has arisen out of nature 
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situation, but that situation is particularly good. Seen 

from the west in particular (Fig. 46), the composition is 

Fiff. 46. 



IB 

extraordinarily scientific ; tire group beginning with the 
concave sweep on the right, rising up the broken crags 
which form the su.nmit, and give character to the mass; 
then the tower, winch, had it been on the highest pomt, 
would have occasioned rigidity and formality, projecting 
from the flank of the mound, and yet keeping its “ 
a primary object, by rising higher Uian the summit itself ; 
finally, the bold, broad, and broken curve, sloping down to 

the basalt crags tliat support the whole, and forming lo 
Fig. 47. large branch of the great ogee cnri 

(Fig. 46), from a to 5. Now, we de^ 
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the best architect in the world, to add anything to this bit 
of composition, and not to spoil it. 

Af^ain, W. says, fii-st, that the monument “ could bo 
placed so as to appear cpiite distinct and unconnected’’ 
with the ruins ; and, a few lines below, he says, that its 
effect will be “ taken in connexion with the ruins.” Now, 
though Charles Lamb says that second thoughts are 7ioi 
best, with W. they very certainly arc ; the effect would, 
without doubt, be taken in very close connexion with the 
ruins, rather too close, indeed, for the comfort of citlier 
monuinent : both would be utterly spoiled. Nothing in 
the way of elevated architecture will harmonise with ruin, 
but ruin: evidence of present humble life, a cottage or 
pigsty, for instance, built up against the old wall, is often 
excellent by way of contrast, but the addition or association 
of hiffh architecture is total destruction. 

But suppose we were to throw the old chapel down, 
would the site be fit for Scott 1 Not by any means. It is 
conspicuous certainly, but only conspicuous to the Loudon 
road, and the Leith glass-houses. It is visible certainly 
from tlie Calton and the Castle ; but, from the first, barely 
distinguishable from the huge, black, overwhelming cliff 
behind ; and, from tlie second, the glimpse of it is slight 
and unimportant, for it merely peeps out from behind the 
rise to Salisbmy Ci'ags, and the bold mound on which it 
stands is altogether concealed ; wliile, from St. Leonard’s 
and the south approaches, it is quite invisible. Then for 
the site itself, it is a piece of perfect desolation ; a lonely 
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crag of broken basalt, covered witli black debris, wliich 
liave fallen from time to time from tbe cliffs above, and 
lie in massive and weedy confusion along the flanks and 
bi'ow of the hill, presenting to the near spectator the po- 
rous hollows, and scoriaceous lichenless surface, which ho 
fcai'cely d res to tread on, lest he should And it yet scorch- 
ing from its creative fii-es. Tliis is, indeed, a scene well 
adai)ted for the grey and shattered ruins, but altogether 
unfit for the pale colours and proportioned form of any 
modern monument. 

Lastly, suppose that even the actual site were well 
ehusen, the huge and shapeless cliff immediately ahovo 
would crush almost any mass of good proportion. The 
ruins themselves provoke no comparison, for they do not 
pretend to size, but any colossal figure or column, or any 
fully proportioned architectural form, would be either 
m-uslied by the cliff, or would be totally out of proportion 
with the mound on wliich it would stand. 

Tliese considej-ations are sufiicient to show tliat the site 
of St. Anthony’s Chapel is not a good one ; but 17. may 
prove, on tlie other hand, that it is difficult to find a better. 
■\7cre there any such lonely dingle scenery here as that of 
ilawthornden, or any running wafer of any kind near, 
somctliing might be done; but the sculptor must be bold 
indeed, who dares to deal with bare turf and black basalt. 
The only idea which strikes us as in the least degree tole- 
rable is this ; where the range of Salisbury Crags gets low 
and broken, towards the north, at about the point of equal 
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elevation with St. Anthony’s Chapel, let a bold and solid 
mass of mason-work bo built out from the cliff, in grey 
stone, broken Hko natural rock, rising some four or live 
feet above the bi’owof the crag, and sloping down, not too 
steeply, into the bank below. This must be built fairly 
into tlic cliff to allow for disintegration. At the foot of 
this, let a group of figures, not more than five in number, 
be carved in the solid rock, in the dress of Border shep- 
lierds, with the plaid and bonnet (a good costume for the 
scnlptoi ), in easy attitudes ; sleeping 2'>erhaps, reclining at 
any rate. On tlie bjow of tliis pedestal, let a colossal 
figure of Scott be placed, with the arms folded, looking 
towards the castle. 

The fii-st advantage of this disposition will be, that the 
position of the figure will be natural ; for if the fancy en- 
dow it with life, it will seem to stand on the brow of the 
cliff itself, loooldng upon the city, while the superior 

elevation of the pedestal will nevertheless keep it dis- 
tinctly a statue. 

The second advantage is, that it will be crushed by no 

superemiiicnt mass, and will not be among broken ruins 

of fallen rocks, but upon the brow of a solid ranc^e of 
hill. "" 

The greatest advantage will be tlie position of the figure 
with relation to the scenes of Scott’s works. Ilolyrood 
will be on its right ; St. Leonard’s at its feet; the Canon- 
gate, and the site of the Heart of Mid-Lotliian, directly in 
front; the Castle above; and, beyond its towers, right in 
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the apparent glance of the figure, will be the plain of Stir- 
ling and the distant peaks of the Highland Hills. The 
figure will not be distinctly visible from the London road, 
but it will be in full view from any part of the city j and 
there will be very few of Scott’s works, fi*oin some one of 
the localities, of which the spectator may not, with a sufli- 
ciently good glass, discern this monumcut. 

But the disadvantacres of the design are also manifold 

o o 

Fil'st, the statue, if in marble, will be a harsh iiitcrruptioi 
to the colour of the cliffs ; and, if in grey stone, must be 
of coarse workmanship. Secondly, whatever it is worked 
in, must be totally exposed, and the abominable Scotch 
climate will amuse itself by drawing black streaks down 
each side of the nose. One cannot speculate here as in 
Italy, where a marble Cupid might face wind and weather 
for yeare, without damage accruing to one dimple; the 
Edinbur‘di climate would undermine tlie constitution of a 
colossus. Again, the pedestal must necessarily be vciy 
high ; even at the low part of the cliffs, it would be, wo 
suppose, 40 or 50 feet : then the statue must be in propor- 
tion, say 10 or 12 feet high. Now, statues of this size are 
almost always awkward ; and people are apt to joke upon 
them, to speculate upon the probable effect of a blow from 
their fists, or a shake of tlieir hand, etc., and a monument 
should never induce feelings of this kind. In the case of 
the statue of San Carlo Borromeo, which is 72 feet high 
without the pedestal, people forget to whom it was erected, 
in the joke of getting into its skull, and looking out at its eya 
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Lastly, in all monuinentsof this kind, there is j^enerally 
some slij^ht appearance of afFcetation ; of an effort at tlic* 
atrical effect, which, if the sculptor has thrown dignity 
enongli into the figure to reach tlic effect aimed at, is noi 
offensive; but, if lie fails, as he often will, becomes ridi- 
culous to some minds, and painful to othci’s. None of this 
forced sentiment would be apparent in a monument placed 
in a city ; but for wbat reason ? Because a monument so 
placed lias no effect on the feelings at all, and tliereforc 
• cannot 1)C offensive, because it cannot be sublime. AVlien 
carriages, and dust-carts, and drays, and inuflin-men, and 
p<»st-men, and f(X)t-mcn,and little boys, and nin-scry-nuiids, 
and milk-maids, and all the otlicr noisy living tilings a 
city, arc perpetually rumbling and rattling, and roaring 
and crying, about the inonuincnt, it is utterly impossible 
that it should produce any effect upon the mind, and there- 
fore as impossible that it should offend as that it should 
dcliglit. It then becomes a mere address to the eye, and 
we may criticise its pioportions, and its workmanship, but 
we never can become filled with its feeling. In the iso- 
lated case, there is aj^iinmediatc impression pix)duced of 
some kind or otlier; but, as it will vary with every indivi- 
dual, it must in some eases offend, even if on the avei-age 
it be agreeable. The choice to bo made, therefore, is be- 
tween offending a few, and affecting none ; between sim- 
ply abiding the careless arbitration of the intellect, and 
daring the finer judgment of the heart. Surely, the monu- 
ment which Scotland ei-ecte in her capital, to her noblest 
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child, should appeal, not to the mechanical and cold per 
ceptioTis of the brain and eye, but to a prouder and purer 
criterion, the keen and quick emotions of the ethereal and 

enlightening spirit 
O^ord, Oetobtr 20 , 1838 . 




